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Abstract
This thesis examines the Haitian writer Franketienne's practice of rewriting his own
texts, a feature of his work which frequently has been overlooked. It argues that
rewriting shapes his oeuvre, providing him with the opportunity to mirror the
characteristic openness and mobility of his principal literary aesthetic, the Spiral.
Rewriting also enables him to bring out certain themes more clearly, such as
zombification, deciphering, and cannibalism. These aesthetic and thematic aspects
are, the thesis concludes, the most important functions at work in Franketienne's
rewriting. By focusing on this practice, I am also able to chart important evolutions
across the forty years of Franketienne's literary production.
Addressing this issue of rewriting, I compare a corpus of Franketienne's texts with
their rewritten versions, ranging from his earliest rewriting, Les Affres d'un defi
(1979), through Mur a crever (1995), Ultravocal (1995), up to Les Metamorphoses
de I'oiseau schizophone (1996-7) and Dezafi (2002). The first chapter outlines the
main hyperbolizing tendencies in Franketienne's rewriting of his Creole text Dezafi
(1975) in Les Affres d'un defi (1979) and Dezafi (2002), arguing that Les Affres d'un
defi can be seen as Franketienne's first rewriting, and not just as a French translation
of Dezafi. In chapter two, I demonstrate that Franketienne renews his first literary
texts Mur a crever (1968) and Ultravocal (1972) after a period of some thirty years
by updating their initial presentation of Spiralism to reflect later developments in his
aesthetic ideas, and through the addition of new and stronger allusions to recent
events in Haiti. Based on Franketienne's most major rewriting to date — Les
Metamorphoses de I 'oiseau schizophone (1996-7) — chapters three and four show
how Franketienne's thematic and aesthetic concerns become far more pronounced as
his practice of rewriting evolves.
When Franketienne rewrites, I have found that he does so mainly by accretion,
integrating additions of various lengths throughout his texts, which are swelled
considerably as a result. My study shows that aesthetic concerns become more
pronounced through added references to the open and mobile Spiral form, and to the
aesthetic processes which constitute the rewriting itself. Four such processes are
detected: hyperbolization, deciphering/clarification, recapitulation, and
cannibalization. In thematic terms, his rewriting develops certain key themes with
greater complexity. Clearer political references are often added, in particular to the
dictatorship of Francis Duvalier, as well as to recent politically significant events in
Haiti, which thus bring older works up to date. Of all these processes and themes, I
argue that cannibalism is the most important because of the opportunity it affords for
comment on key political themes, and for summing up the rewriting process itself.
Throughout Les Metamorphoses de I'oiseau schizophone cannibalism is used as a
metaphor to represent both the iniquity of those in power in Haiti since 1804, and
Franketienne's practice of rewriting, which is depicted as a very physical process of
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Throughout this thesis, I have chosen to use the following spelling of the author's
patronym: Franketienne. The author himself has spelt his name in various ways. His
first works were published under his birth name: Franck Etienne. In the early 1970s,
he changed the spelling of his name to Franketienne, deciding to publish under this
long agglutinated name in a bid to make it more Creole-like.1 If his name were to be
spelt according to the current spelling system for Haitian Creole, it would be:
Franketyen. Later, in the 1980s, he began to spell his name without the acute 'e' —
Franketienne — thus complying with the new orthography requiring that all 'aigu'
accents be dropped.2 This last change is most apparent in the spelling differences
between the 1975 and 2002 versions of his first Creole text, where even the title is
altered from Dezafi to Dezafi, and the author's name becomes Franketienne.
Subsequently, Franketienne has reverted to the 'Franketienne' spelling of his name.
As the vast majority of texts I refer to in this thesis designate the author as
'Franketienne' on both their spines and title pages, I follow the author in the spelling
of his name.
As a consequence of these radical changes to spelling conventions in Haiti, and the
fact that Franketienne's literary production over the past forty years encompasses
both French and Creole texts, the way in which he spells certain words varies
considerably from one edition of a text to the next, or from his Creole-language to
his French-language texts. Thus in Franketienne's oeuvre as a whole, certain key
1 Rachel Douglas, Unpublished Interview with Franketienne, Port-au-Prince, 4 February 2004.
2 Since the early 1940s, Haitian Creole has had at least three different formal spelling systems:
McConnell-Laubach (1940s), Pressoir-Faublas (1950s to early 1980s) and Institut Pedagogique
National (since 1979). Dezafi [1J was written largely according to the Pressoir-Faublas orthography
and this has been converted in Dezafi [2] to the Institut Pedagogique National orthography, which
became the first 'official orthography'. For outlines of the etymological/graphemic debate on Haitian
Creole see Robert Chaudenson, Creoles et enseignement dufranqais (Paris: Flarmattan, 1989), p. 174,
(my emphasis); Bambi Schieffelin and Rachelle Charlier Doucet, 'The "Real" Haitian Creole:
Ideology, Metalinguistics and Orthographic Choice', American Ethnologist, 21.1 (1994), 176-200;
Philip Baker 'Writing the Wronged', Journal ofPidgin Languages and Creoles, 6 (1991) 107-22.
1
words are spelt in several different ways, and sometimes in symbiotic mixtures of
French and Creole. For the sake of consistency, I therefore use the current
conventional spelling for Kreyol-based words, even where Franketienne himself uses
a Frenchified spelling in the particular text to which I am referring in that instance,
unless there exists a more usual English-language equivalent for a particular word,
such as 'zombie' instead of 'zonmbi'.
Nevertheless, I refer to Vodou and do not use the better-known spelling voodoo of
this word. In so doing, I follow the growing convention among Haitianists, which is
to use the Kreyol spelling Vodou in an attempt to distance scholarly studies from the
sensational 'mumbo-jumbo' associations of voodoo.3
J For a cogent overview of this tendency, see Alasdair Pettinger, 'From Vaudoux to Voodoo', Forum
for Modern Language Studies, 40 (2004), 215-24.
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Introduction
This thesis seeks to establish the nature and function of rewriting in the work of the
Haitian writer and artist, Franketienne. It draws attention to an important aspect of
Franketienne's work which most critics have overlooked. At one level, the thesis
indexes the massive scope of the rewriting that has taken place in each literary text
from one version to the next. Following on from this indexing, I am able to propose
a number ofarguments relating to Franketienne's oeuvre as a whole: rewriting allows
his work to remain in the constant open and mobile state of being written; this
constant flux of rewriting enables him to enact the trajectory of the key figure of his
aesthetic thinking, the Spiral. It is the constantly moving form of the Spiral which
Franketienne always attempts to emulate in the form of his literary works. He has
consistently used the 'Spiral' as a literary metaphor and an aesthetic tool since
founding the Spiralist literary movement in Haiti in the mid-1960s, but neither he nor
his fellow Spiralists have ever formulated a theory or manifesto based on the Spiral.
Rather, as will be seen in chapters two and four, the Spiral is seen as the basis of all
life (in astronomy, geometry, and biology) as it exists everywhere in nature, and acts
more as a guiding principle for Franketienne's oeuvre.
Rewriting also allows the key aesthetic and thematic concerns of his writing to
emerge. Indeed, by addressing this last issue in detail, the thesis charts an evolution
in Franketienne's work, and concludes that the practice of rewriting earlier works
fulfils both an aesthetic and a thematic function. Aesthetically, such an approach
allows him to explore further the open and mobile dimensions of the Spiral, which,
as will be seen, has dominated his work. Thematically, rewriting creates a crescendo
effect by allowing Franketienne to emphasize certain key themes in his rewritten
texts, such as zombification, deciphering and cannibalism. A study of
Franketienne's approach to rewriting is vital to an understanding of his work because
it offers a fascinating insight into how he has evolved as a writer. Many
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Franketienne critics to date have written about the author's ideas as if they remain
largely the same from his first formulations of the Spiral in the mid-1960s to the
present.' But, as this close study of his rewritings will reveal, the key notions which
have guided his works are developed in certain marked ways over this period. This
is most evident in the recent rewritings of his first texts from the 1960s and 1970s,
which are the subject ofchapters one and two.
Franketienne has rewritten virtually all his major works, and these rewritings
include:
Mur a crever, 1 st ed. (Port-au-Prince: Presses port-au-princiennes, 1968); 2nd
ed. [revised] (Port-au-Prince: Editions Memoire, 1995); 3rd ed. [text as 2nd
ed.] (Bordeaux: Ana Editions, 2004).
Ultravocal, 1st ed. (Port-au-Prince: Imprimerie Gaston, 1972); 2nd ed.
[revised] (Port-au-Prince: Spirale, 1995); 3rd ed. [text as 2nd ed.] (Paris:
Hoebeke, 2004).
Dezafi, 1st ed. (Port-au-Prince: Editions Fardin, 1975); 2nd ed. [revised]
(Chateauneuf-le-Rouge: Vents d'ailleurs, 2002).
Les Affres d'un deft [revised French version of Deza/i], 1st ed. (Port-au-
Prince: Deschamps, 1978); 2nd ed. [text as 1st ed.] (Paris: Jean-Michel Place,
2000).
L'Oiseau schizophone, 1st ed. (Port-au-Prince: Editions des Antilles, 1993);
2nd ed. [text as 1st edition] (Paris: Jean-Michel Place, 1998).
1 This is the case in some of the best scholarship on Franketienne to date, including studies by Rafael
Lucas, Kaiama Glover, and Anne Douaire. See for example Rafael Lucas, 'Franketienne, l'ecriture de
la possession et la modernite Creole', in Le Monde caraibe, echanges transatlantiques et horizons
post-coloniaux, ed. by Christian Lerat (Pessac: Maison des Sciences de l'Homme, 2003), pp. 35-54;
Rafael Lucas, 'L'Energie linguistique dans l'ceuvre de Franketienne' http://www.lehman.cuny.edu/
ile.en.ile/paroles/franketienne_lucas.html [accessed 6 August 2006]; Anne Douaire, 'La Fascination
du mal: Franketienne, Ultravocar, in Ecritures Caraibes, ed. by Georges Voisset and Marc Gontard
(Rennes: Presses Universitaires de Rennes, 2002), pp. 67-83; Kaiama Glover, 'Physical Internment
and Creative Freedom: The Spiralist Contribution', in Ecrire en pays assiege: Haiti: Writing Under
Siege, ed. by Marie-Agnes Sourieau and Kathleen Balutansky (Amsterdam: Rodopi, 2004); Kaiama
Glover, 'Spiralisme and Antillanite: Constructions of the Real and the Ideal in Later Twentieth
Century Fiction of the French-speaking Caribbean' (unpublished doctoral thesis, Columbia
University, 2002).
4
Les Metamorphoses de I'oiseau schizophone [revised version of L'Oiseau
schizophone with a new title], 8 vols (Port-au-Prince: Spirale, 1996-7. These
volumes are currently being republished in France, but not revised).
From the birth of this rewriting practice in 1978, with Les Affres d'un deft, right up to
his most major rewriting to date, Les Metamorphoses de I'oiseau schizophone in
1996-7, rewriting has profoundly shaped Franketienne's oeuvre over the past thirty
years.
Definitions of Rewriting
'Rewriting' is a term which has been used very differently in a number of theoretical
and critical works, including those on Caribbean literature. As a consequence, many
major studies of rewriting to date employ widely diverging definitions of the term,
and share very little common ground. Most broadly, following the distinction made
by Gerard Genette, rewriting falls into one of two camps: it is either allographs— a
rewriting of a work written by someone else — or autographic — a rewriting of
one's own work.2 As will be seen in what follows, much of the theoretical and
critical work on rewriting is allographically-centred, and thus not very relevant to
Franketienne's practice of rewriting his own work.
From Julia Kristeva's first introduction of the term 'intertextualite' to Michael
Riffaterre's articles on this subject, through 'citation' in Antoine Compagnon's La
Seconde main ou le travail de la citation, 'hypertextualite' in Gerard Genette's
Palimpsestes, to the proceedings of recent colloquia, such as that at Cerisy-La-Salle
on La Reecriture, and the one on La Reecriture du texte litteraire by the Groupe de
Recherche en Linguistique Informatique et Semiotique (GRELIS), this range of
notions to do with the rewriting of other people's texts are among the most
2 Gerard Genette, Palimpsestes: la litterature au seconddegre (Paris: Seuil, 1982), passim.
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influential concepts in French theories of narratology today.3 Even those theorists
who deal with autographic aspects of rewriting, such as Genette and the GRELIS
group, tend to deal first and at greater length with allographic practices of rewriting.4
In addition to this allographic/autographic dichotomy, the field of critical and
theoretical work on rewriting is further divided by the bewildering and often
contradictory arrays of terminology employed by scholars to designate rewriting
practices. Many of these theorists and critics, most notably Kristeva, see all writing
as rewriting. 'Rewriting' itself is the term which underpins this body of work, and
which tends to be employed very frequently. Nevertheless, as Michel Lafon has
noted, none of the principal theorists theorize 'rewriting' per se as their privileged
concept. Instead each one of them has tended to choose his or her own privileged
notion, for example Citation (Antoine Compagnon), Intertextualite (Julia Kristeva,
Michael Riffaterre), and Hypertextualite (Gerard Genette). One consequence of this
has been that while the term reecriture / rewriting is used frequently, it has rarely
been extensively theorized for itself."
Within these umbrella terms (rewriting, intertextuality, citation, hypertextuality),
there is further lack of consensus over terminology. Thus, 'intertextuality' has very
different meanings in various studies of rewriting, ranging from the very broad— for
example as a synonym for 'literariness'; as an undifferentiated term for designating
both autographic and allographic practices of rewriting— to the more specific, as the
actual presence of one text within another as citation or plagiarism, or as a term used
3 See Julia Kristeva, 'Le mot, le dialogue et le roman', Critique, 239 (1967), 438-65; Julia Kristeva,
'Problemes de la structuration du texte', in Tel Quel: Theorie d'ensemble (Paris: Seuil, 1968), 298-
317; Michael Riffaterre, La Production du texte (Paris: Seuil, 1979); Michael Riffaterre, 'La trace de
Pintertexte', La Pensee, 215 (1980), 4-18; Michael Riffaterre.'L'intertexte inconnu', Litterature, 41
(1981), 4—7; Antoine Compagnon, La Seconde main ou le travail de la citation (Paris: Seuil, 1979);
La Reecriture: Actes de I'universite d'ete tenue a Cerisy-la-Salle, ed. by Claudette Oriol-Boyer
(Grenoble: Ceditel, 1990); La Reecriture du texte litteraire, ed. by Thomas Aron and others (GRELIS)
(Paris: Belles Lettres, 1987).
4
For example, only two of the seven articles in the GRELIS group's La Reecriture du texte litteraire
and later chapters in Genette's Palimpsestes focus on autographic rewriting.
5 Michel Lafon, Borges ou la reecriture (Paris: Seuil, 1990), p. 12.
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to designate allographic rewriting only. Consequently, there exist many differing
definitions for the same widely used terms. Many scholars have chosen to coin their
own personal terminology, often by tagging on distinguishing markers to already
existing terms, deemed inadequate for the particular case of rewriting they are
discussing. For example, Lucien Dallenbach distinguishes between three main types
of 'intertextuality': 1'intertextualite generate (to refer to texts written by different
authors), 1'intertextualite restreinte (for texts written by the same author) and finally
1'intertextualite autarcique (for texts where there is reduplication interne within a
single volume).6 Dallenbach is then revised in his turn by Anne-Claire Gignoux who
broadly agrees with him about the three types, but who chooses to replace
'intertextualite' with 'recriture' and 'citation', referring instead to '/a recriture
intertextuelle (discours citant autrui), la recriture intratextuelle (auto-citation dans un
livre), and la recriture macrotextuelle (auto-citation dans un macrotexte, entendu au
sens d'ensemble d'une oeuvre).'7 In other words, a plethora of very different terms
are used to designate any one rewriting practice. This is then frequently complicated
further still by key theorists also identifying synonyms for their terms. To give only
the examples most relevant to Franketienne's practice of rewriting his own work,
Compagnon speaks in terms of 'auto-citation', Dallenbach of '['intertextualite
restreinte', Gignoux of'la recriture intratextuelle', while Genette employs the terms
'autotextualite' and 'intratextualite' synonymously.
Genette is the principal theorist on whom my ideas on rewriting are based. Although
I have chosen to privilege 'rewriting' over his term 'hypertextuality', there is much
in his notion of hypertextuality which will be useful for my definition of rewriting in
relation to Franketienne's work. Genette defines 'hypertextuality' as follows:
6 Lucien Dallenbach, 'Intertexte et autotexte', Poetique, 27 (1976), 282-96; Jean Ricardou, Pour une
theorie du nouveau roman (Paris: Seuil, 1971). Dallenbach is responding to Jean Ricardou's
terminology of rewriting. See Jean Ricardou, '"Claude Simon", Textuellement', in Claude Simon:
colloque de Cerisy-la-Salle, ed. by Jean Ricardou (Paris: Union Generale des Editions, 1975), pp. 7—
19; Jean Ricardou, 'Pour une theorie de la recriture', Poetique, 77 (1989), 3-15.
7 Anne-Claire Gignoux, La Recriture: formes, enjeux, valeurs autour du Nouveau Roman (Paris:
Presses de I'Universite Paris-Sorbonne, 2003), p. 23.
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C'est done lui [le quatrieme type de transtextualite] que je rebaptise
desormais hypertextualite. J'entends par la toute relation unissant un texte B
(que j'appellerai hypertexte) a un texte anterieur A (que j'appellerai, bien sur,
hypotexte) sur lequel il se grefTe d'une maniere qui n'est pas celle du
commentaire.8
Following Genette, I shall employ the terms 'hypotext' and 'hypertext' throughout
this thesis in order to present clearly the different versions of Franketienne's texts in
terms of anteriority and posteriority, where the hypotext is an earlier version of a
Franketienne text, and the hypertext a later version which rewrites the earlier one by
transforming it.9 This image, in the quotation above, of a text as a hypertext, grafting
itself palimpsestually onto a hypotext, an earlier text which it imitates or transforms,
is one which is especially relevant to Franketienne's rewriting, where new additions
in the hypertext are grafted onto the extant text of the hypotext. As Franketienne
himself has pointed out, it is extremely rare for him to delete or to make substitutions
when rewriting; he operates instead by adding substantially to what is already there.10
This means that almost all of the original hypotext is carried over into the hypertext
where the original text then tends to be supplemented with swathes of new additions.
For Genette, there are two types of hypertextuality — imitation and transformation.
'Imitation' will be of little consequence to this study of Franketienne, but Genette's
very detailed typology of 'transformation' will be very useful. Many of these
categories will be applicable to the transformative process at work in Franketienne's
rewriting — and will be introduced and explained where appropriate — including
8
Genette, Palimpsestes, pp. 11-12.
9 Christian Moraru opts for the term 'rewritten' to refer to the earlier work and 'rewrite" for the later
work because he finds Genette's terms hypotext and hypertext too literary. See Christian Moraru.
Rewriting: Postmodern Narrative and Cultural Critique in the Age of Cloning (Albany: State
University Press of New York, 2001). But, it is precisely the 'literariness' of the terms which makes
them so apposite for referring to Franketienne's aesthetic practice of rewriting his own literary texts.
As I argue below in the section on literary/postcolonial twists, the most 'literary' aspects of
Franketienne's work are very important to his rewriting as a whole because many of the additions he
makes are self-reflexive, drawing attention to the very processes of writing and rewriting through
which they are constituted.
10 Rachel Douglas, Unpublished Interview with Franketienne, Port-au-Prince, 4 February 2004.
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transposition, amplification, augmentation, transvocalization, transmodalization,
transfocalization, displacement, and narrativization. These operations enable me to
focus on Franketienne's literary processes of creation in their state of 'becoming'.
Genette is also pertinent for this study of Franketienne's practice of rewriting his own
work because he is one of the theorists who deals most clearly with autographic
practices. In later chapters of Palimpsestes, the prefix 'auto-' is tagged to many of
the new terms he coins. Some of these terms do not apply to Franketienne's
rewriting, particularly those relating to imitation and those describing rewriting
through reduction of the hypotext, such as autopastiche, autocaricature,
autoexcision, autoexpurgation. Those 'auto-' neologisms which relate to
transformative types of hypertextuality are of greater relevance to Franketienne, in
particular: autotextualite, auto-hypotexte, autotranstylisation, I'hypertexte
autoproclame, autotransformation and auto-hypertextualite. What is frustrating
about Genette's definitions of these particular terms is that many of these words are
quickly designated 'special cases', about which he has almost nothing to say,
suggesting that they ought either to be the topic of another inquiry, or else a matter
for genetic criticism.
Indeed, it is precisely in those instances when Genette indicates overlaps with genetic
criticism that Palimpsestes is most apposite to the subject of this thesis. Of the new
'auto-' prefixed terms Genette coins, the most obvious example of this is auto-
hypertextualite, an expression he uses to refer to every successive stage of a written
text, which functions like a hypertext in relation to the state that precedes it, and like
a hypotext in relation to the one that follows. Although he does not carry the
definition very far, Genette points out that from the very first draft to the final one,
the genesis of a text remains a matter of auto-hypertextuality." Genette also
conducts several genetic-like critiques in the body of Palimpsestes itself by
" See Genette. Palimpsestes, p. 447.
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comparing side-by-side various stages of a manuscript or different versions of a
single text.12
As all this would suggest, the field of genetic criticism offers several enabling
conceptual tools for this study of Franketienne's rewriting. One of the standard
works which provides many tools for the genetic study of literary texts is Almuth
Gresillon's Elements de critique genetique.u In the first chapter of this work,
'Qu'est-ce que la critique genetique?', Gresillon emphasizes the new slant on literary
texts provided by the studies of geneticians:
Ce regard noveau implique, sinon un choix, du moins des preferences: celles
de la production sur le produit, de l'ecriture sur l'ecrit, de la textualisation sur
le texte, du multiple sur l'unique, du possible sur le fini, du virtuel sur le ne
varietur, du dynamique sur le statique, de l'operation sur Vopus, de la genese
sur la structure, de l'enonciation sur l'enonce, de la force de la scription sur la
forme de l'imprime.14
This focus on processes of literary creation with its preference for the state in which
a 'texte en devenir' is being written, over the printed word in written and published
form, is very germane to Franketienne's practice of rewriting. As I shall argue
(particularly in chapter four), one of Franketienne's key motivations for returning to
his books in order to rewrite them is his abhorrence of all that is 'fige'. By
constantly rewriting, Franketienne aims to keep his works in a perpetual state of
'becoming', of being written. Although there is often clear evolution from one
version to the next in his rewritings, none of these is the 'definitive' version. The
focus of genetic criticism on the dynamic of the 'texte en devenir', the creative
12 There are several examples of this in Palimpsestes: one is Genette's superimposing of the 1887
version of Mallarme's 'Sonnet en x' on top of his 1868 version of 'Sonnet allegorique de lui-meme".
Genette also examines two versions of a description of the Niagara Falls in the work of Chateaubriand
in Essai sur les revolutions. 1797, by superimposing the 1801 version of this description as it appears
in Atala. Genette then goes on to analyze Chateaubriand's successive versions of a different
description, that of'la nuit americaine'. See ibid., pp. 261-62, 273-79.
13 Almuth Gresillon, Elements de critique genetique: Lire les manuscrits modernes (Paris: Presses




processes of becoming and elaboration, as well as on several layers of mainly
autographic rewriting will be very useful for my comparison of the successive
versions of Franketienne's texts.15
Nevertheless, there are several features of genetic criticism which are not relevant to
my study. Most notably, I shall not be working from Franketienne's manuscripts.
Without access to his manuscripts, it will not be possible to date precisely every
segment of the drafts, manuscripts and versions, and so an 'avant-texte' / 'dossier
genetique' — a prerequisite for bonafide genetic criticism — will not be established.
Gresillon defines the 'avant-texte' or 'dossier genetique' thus:
Dossier genetique: ensemble de tous les temoins genetiques ecrits conserves
d'une ceuvre ou d'un projet d'ecriture, et classes en fonction de leur
chronologie des etapes successives. Synonyme: "avant-texte".16
Instead, I take the same stance as Lionel Follet, who examines the different versions
ofL 'Obituaire by Apollinaire without having recourse to a manuscript:
Au demeurant, ce debat d'anteriorite, impossible a trancher en l'absence d'un
manuscrit, ne me semble pas I 'essentiel. Dans quelque sens que ce soit, il y a
eu reecriture du texte, et done hesitation sur son statut (et peut-etre des les
premiere lignes du premier brouillon...); e'est pourquoi cette singuliere
experience scripturale merite qu'on 1'interroge, dans ses efifets comme dans
ses causes; d'une version a l'autre, lisons-nous encore le meme texte?17
Excessive focus on anteriority, and on posteriority too for that matter, is similarly
misplaced in the context of Franketienne's rewriting. In his case, it is as if he
publishes each layer of changes almost immediately after he has finished making
15 In particular, the general vocabulary and ways of thinking about textual production used in genetic
criticism will be of most use to me here; 1 do not refer to genetic criticism explicitly in the chapters
which follow.
16 Gresillon, Elements de critique genetique, p. 242.
17 Lionel Follet, 'Apollinaire entre vers et prose (de L 'Obituaire a La Maison des morts)\ in La
Reecriture du texte litteraire, ed. by Thomas Aron and others (Paris: Les Belles Lettres, 1987), pp.
148—49 (my emphasis).
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them. Thus, it is not such a feat to be able to date the different changes, and to
differentiate between the various layers ofwriting and rewriting.
Furthermore, while genetic critics have been criticized for fetishizing anteriority and
the earliest beginnings of literary production, losing sight of the fact that the
manuscript ever becomes a book for a wider readership, less specialized in genetic
criticism, they also (along with many of the theories of rewriting I have discussed
here) simultaneously tend to fetishize in a teleogical manner '[...] [le] vieux
fetichisme finaliste du "dernier etat" considere comme aboutissement inevitable, et
par definition superieur', as Genette puts it.18 In the literature on rewriting and
genetic criticism that I have surveyed, theorists and critics talk constantly of
'improvements' and 'the definitive version', both of which are concepts wholly at
odds with the prime motivating factor behind Franketienne's rewriting — namely,
his desire to keep his texts in the provisional state of being written, with no one
version ever becoming the definitive one. Genette outlines very briefly one type of
avant-text which is especially applicable to Franketienne's rewriting — the 'apres-
texte' — which consists of revisions and corrections made to an already published
text.19 What I have attempted to do in preparation for writing this thesis is to
establish an 'apres-texte' for each subsequent version of Franketienne's texts, in
order to draw out in the thesis itself the main processes at work throughout
Franketienne's rewriting, and to study their effects.
Thus, although approaches used in genetic criticism often pick out dynamics which
are useful for studying Franketienne's textual versions, not all of its principles and
terminology can be used for studying the evolution which is more specific and
typical of Franketienne's 'creative method' of rewriting. The same is also true of the
18 Gerard Genette, Seuils (Paris: Seuil, 1987), p. 369. For other criticisms of genetic criticism, see
Marion Schmid, Processes ofLiterary Creation: Flaubert and Proust (Oxford: Legenda, 1998), pp. 3
(note 4), 23-27, 29.
19
Genette, Seuils, p. 367.
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theory which informs my thinking on rewriting to the greatest extent: Genette's
Palimpsestes.
As I have already indicated, this is because Genette refers to many types of
hypertextuality which are not relevant to Franketienne's rewriting. For example,
Palimpsestes deals with allographic and autographic hypertextuality, only the second
of which is relevant to Franketienne who rewrites his own texts. Of the two
fundamental types of hypertextuality identified by Genette — 'transformation' and
'imitation' — 'imitation' is in no way germane to Franketienne's approach to
rewriting. Moreover, when Genette breaks down this latter type into its subsets, his
typology is classified according to different genres, such as pastiche, parody,
caricature, travesty, mimotext, the anti-romance, and this genre-based approach is
completely incompatible with Franketienne's rejection of such distinctions between
genres as artificial divisions, which he tries to transcend in his own art. While
'transformation' is much more apposite to Franketienne's rewriting examined in this
thesis, this is not the case when Genette examines types of transformation which
involve reduction of a hypotext because Franketienne rewrites instead by adding
substantially to the hypotext. This is why it has been necessary to diverge from
Genette's typology of hypertextuality, and also from that of genetic criticism, and to
negotiate my own definition of rewriting, as it applies to Franketienne's specific
practice of rewriting.
Rewriting, then, is defined for the purposes of this thesis as Franketienne's creative
method of returning to his own texts and transforming them by superimposing
swathes of new additions onto the extant hypotext. Rewriting in this sense feeds on
repetition, but it is repetition with important differences each time. Most broadly,
each hypertext repeats its hypotext with substantial additions, which turn it into a
new and different text.
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The significance for Franketienne's rewriting of repetition with difference is most
obvious when the additions he makes are compared. The chapters which follow will
demonstrate that one of the most important operative principles of Franketienne's
rewriting is accumulation. He accumulates a great many additions when rewriting.
Within these additions, I have also identified a great accumulation of insistent
references to several themes, which thus become central to the hypertext in question,
most notably zombification (see chapter one), deciphering (chapter two) and
cannibalism (chapters three and four). It is also through the constant accumulation
of references to them that the main aesthetic processes governing his practice of
rewriting emerge so strongly (see in particular chapters two and four). Self-
reflexively, Franketienne often makes copious references describing his own
rewriting practice as he rewrites, and certain processes emerge particularly saliently
through insistent repetition. Most pervasively, he frequently presents himself as in
the act ofdeciphering/clarifying and hyperbolizing his own texts.
These processes are palpably also at work throughout the hypertexts in practice, and
they are indexed in this thesis through examination of the ways in which the
accumulated additions serve to decipher/clarify or hyperbolize their hypotexts. In
particular, energy is built up through intensive accumulation of series of similar
additions, superlativization, linguistic subversiveness, and scatology. Thus, rewriting
in Franketienne is a transformational practice which works predominantly through
massive addition to his previously written texts. This is 'augmentation' in the
Genettian sense of the operation of quantitatively lengthening a hypotext in its
hypertext.20 As Genette points out, to extend a text is to produce a fundamentally
different text, and quantitative 'augmentation' almost always gives rise to qualitative
'amplification'.21 In other words, the accumulation of series of additions in
20 See Genette, Palimpsestes, p. 263.
21 Ibid., p. 264.
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Franketienne's rewriting multiplies their insistence to the power of all the additions
in that particular series.
As I have said, the terms hypotext and hypertext will be employed throughout to refer
to the earlier and later versions of Franketienne's texts respectively. There will be no
need to prefix these terms with 'auto-' because, as already stated, the predominant
focus in the thesis will be on Franketienne's rewritings of his own texts. At several
points in the thesis, 1 do, however, discuss certain additions which allude to works
written by other people, and which highlight the relationship between these
allographic literary texts and Franketienne's ceuvre. Where this is the case, 1 use the
term intertext / intertextuality, which I define in the very narrow sense of literary
allusions or citations made by Franketienne to other people's work. Finally, intratext
/ intratextuality refers specifically to links between the different texts of
Franketienne's oeuvre, to which some of the additions he makes as he rewrites call
attention.
Methodological Approach
This thesis is based on initial preparatory work consisting of careful comparisons of
the different versions of Franketienne's texts. It is only through these close line-by¬
line examinations that I have established if and where exactly rewriting has taken
place. Through this method, I have identified that Franketienne rewrites primarily
through massive accretion. It has become apparent that among these additions there
are incessantly recurring types, which subsequently could be arranged into several
series. Although the actual series of similar additions normally vary from one
hypertext to the next, all of Franketienne's rewriting is governed by the same
principle of accumulation. This accumulation emerges from the sheer number of
additions of a certain type, or references to do with a certain subject, built up
throughout the hypertext to take on a forceful presence. To put it very broadly,
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Franketienne's additions tend to fall into one of three categories: they are often
thematic, drawing attention to a particular cluster of related themes in the hypertext
in question; they frequently refer self-reflexively to some of the aesthetic processes
Franketienne is undertaking as he rewrites; further additions do not describe these
aesthetic processes, but instead perform them, most commonly by hyperbolizing or
deciphering/clarifying the hypotext.
In places, I refer to a series of interviews I conducted with Franketienne in February
2004. References to these interviews have been included as part ofmy methodology
because in them, Franketienne reveals some of the factors which prompted him to
rewrite certain texts in the first place. Most notably, he divulges that he first decided
to produce a French version of his Creole text Dezafi — Les Ajfres d'un defi —
partly in a bid to reach a more international audience, and partly as a response to
prompting from Haitian friends who found it extremely demanding to read such a
complex text in Creole. Likewise, he describes how he was also persuaded to rewrite
L 'Oiseau schizophone because many readers he encountered on the literary circuit
confessed that they found this 812-page text too daunting and difficult. He has also
intimated that a request to republish his 1968 text Mur a crever after almost three
decades gave him the opportunity to rewrite this text.22 This last insight can no
doubt also be extrapolated to Franketienne's other rewritings.
As Franketienne's renown has grown on both the national and international literary
scenes, offers of republication have been forthcoming. He has frequently used these
new editions as opportunities to rewrite the earlier texts. In part, then, his rewriting
stems from the nature of publishing in Haiti. There is no real publishing industry on
the island, and so the first editions of many of these important texts were self-
financed, and consequently there are very few copies of them available today. Many
22
Douglas, Unpublished Interview with Franketienne.
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of these texts have been republished in recent years in France, North America, and
by newly founded publishing houses in Haiti.
Nevertheless, from my study of the accumulation of certain series of additions
running throughout Franketienne's hypertexts, it transpires that there are also very
important aesthetic reasons for his rewriting. Aesthetically, Franketienne's entire
literary production over the past forty years is inspired by the figure of the Spiral. In
his rewritings, the Spiral, which will be discussed in more detail below in chapters
two and four, emerges prominently in what is added. Through added series of
explicit references to Spirals and their infinitely open form and constant dynamic
movement, it becomes clear that these qualities are what he admires about the Spiral
above all. More obliquely, several abstract, self-reflexive additions present him as
attempting to emulate this constant motion of the Spiral, as renewing his previously-
written texts, and as keeping them in a perpetually mobile and open state. More
generally, the additions are infused with a vocabulary where words to do with
movement, renewal and openness are constantly employed. In short, these multiple
additions build up, and collectively present rewriting as an aesthetic process of
renewing the text, keeping it in Spiral-like motion as a work-in-progress, and
infusing it with new ideas. Thus, while certain excerpts from my interviews with
Franketienne provide valuable information about Franketienne's initial, more
practical motivations for rewriting, it is once more through accumulation in the
additions themselves that the significant aesthetic impulse behind his rewriting can
be observed and analyzed.
The basis for most of the ideas in this thesis, then, is the result of initial selection,
comparison and analysis of long series of additions before my writing stage. In the
thesis, my use of quotations reflects this principle of accumulation which is so
central to Franketienne's rewriting. To reflect the powerful reinforcing effect of
accumulation, most ofmy arguments are structured around sets of additions from the
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hypotexts, rather than a single quotation. But to try to make the thesis as readable as
possible, the entire lengthy series of accumulated additions are usually not listed in
full. Instead, I select as few as possible, and use only those quotations which are
most significant and related to the direction of my argument. Likewise, 1 have tried
to select as few examples as possible for use in the appendix. The point of the
appendix is to allow for close comparison of several key passages. Most of the
passages included in the appendix contain significant changes of visual presentation.
Where these examples are discussed in the thesis, the reader will be directed to the
appendix.
Apart from theoretical and critical work on rewriting and the occasional use of
excerpts from interviews with Franketienne, the methodology of this thesis engages
with certain issues associated with postmodernism and postcolonialism. Just as 1
have had to adapt the terminology of standard works on rewriting, altering them for
my particular understanding of the term, I also need to use conventional postmodern
and postcolonial perspectives with what 1 call a 'twist', in order to reflect certain
specificities of Franketienne's practice of rewriting.
Modernist / Postmodernist Twists
At several points in the thesis, I refer to modernist influences on Franketienne's
work, and to several modernist techniques he employs. This raises the questions:
what about postmodernism? Are there not also postmodernist influences on
Franketienne's writing? There is clearly a distinction between that which is normally
labelled modernist and that which is called postmodernist. J. Michael Dash, in
particular, has made a convincing case for the relevance of postmodernism to
prevalent tendencies running throughout contemporary Caribbean literature. As will
be seen below, many of these characteristically postmodern features are central to
Franketienne's work. I am not disputing, therefore, the pertinence of postmodernism
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to an understanding of Franketienne. Nevertheless, the presumed distinction
between modernism and postmodernism is not so pronounced in Franketienne. For
him, modernism and postmodernism are not mutually exclusive ideas, rather the
former encompasses the latter, as 1 argue below with reference to Glissant's notion of
Caribbean literature's irruption into modernity.
There has been considerable debate over the applicability of the terms 'modernism'
and 'postmodernism' in the context of postcolonial literature in general, and of
Caribbean literature in particular.23 Most participants in this debate have expressed
their unease when applying 'modernism' and 'postmodernism' to Caribbean
literature because these terms tend to have universalist, generalized, all-
encompassing associations. Above all, these critics do not want to be accused of
thoughtlessly applying the latest intellectual trend from Europe and the United States
to Caribbean literature.24 Within this debate, 'modernism' and 'postmodernism'
have been defined in many different ways. Frequently, critics and theorists have
proposed their own alternatives in an attempt to 'ground' their ideas more
specifically in the Caribbean context, for example, 'Countermodernism' (Keith
Walker), 'Postcolonial Modernism/Modernist Postcolonialism' (Charles Pollard),
and 'Caribbean Modernism' (Simon Gikandi).25
23 See inter alia, Kwame Anthony Appiah, 'Is the Post- in Postmodern the Post- in Postcolonial?, in
Contemporary Postcolonial Theory: A Reader, ed. by Padmini Mongia (London: Arnold, 1997), pp.
55-71; Ato Quayson, 'Modernism and Postmodernism in African Literature', in The Cambridge
History ofAfrican and Caribbean Literature, ed. by F. Abiola Irele and Simon Gikandi (Cambridge:
Cambridge University Press, 2004), pp. 824—52; Houston Baker, Jr, Modernism and the Harlem
Renaissance (Chicago: University of Chicago Press, 1987); J. Michael Dash, The Other America:
Caribbean Literature in a New World Context (Charlottesville and London: University of Virginia
Press, 1998); Simon Gikandi, Writing in Limbo: Modernism and Caribbean Literature (Ithaca and
London: Cornell University Press, 1992); Keith Walker, Countermodernism and the Francophone
Culture: The Game ofSlipknot (Durham & London: Duke University Press, 1999); Antonio Benitez-
Rojo, The Repeating Island: The Caribbean and the Postmodern Perspective, trans, by James
Maraniss (Durham & London: Duke University Press, 1996); Charles Pollard, New World
Modernisms: T.S. Eliot, Derek Walcott, and Kamau Brathwaite (Charlottesville and London:
University of Virginia Press, 2004); A. James Arnold, Modernism and Negritude: The Poetry and
Poetics ofAime Cesaire (Cambridge, MA: Harvard University Press, 1998).
24 This anxiety is expressed most clearly in Dash, The Other America, pp. x, 7, and Gikandi, Writing
in Limbo, p. 10.
25 The term 'ground' comes from Ato Quayson. He talks about the need for scrupulous grounding in
order to apply the critical terms modernism and postmodernism to different contexts, particularly as
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As Walker's term indicates, several theorists and critics have adamantly defined their
critical concepts in opposition to Western conceptions of modernism and
postmodernism.26 Representing this extreme end of the scale are the studies of
Walker, Gikandi and Houston Baker, which argue that Caribbean and African
modernism must be conceived as radically opposed to their 'Western' and
'European" counterparts, and to the 'high modernist aesthetic' of Pound, Joyce and
Eliot in particular.27 Thus, one side of the debate is characterized by those theorists
who set up binary oppositions between Caribbean/African and Western/European
modernisms and postmodernisms. Even more nuanced approaches, such as that of
Kwame Anthony Appiah in his sophisticated response to the question 'is the post- in
postmodernism the post- in postcolonial?', tend to portray modernism in particular as
something negative which needs to be transcended through the 'space-clearing'
gesture of postmodernism.28 For these critics, postmodernism's relatively positive
value stems mainly from the way it distances itself from modernism. More negative
takes on modernism tend to locate the beginnings of modernity in 1492 against the
backdrop of European expansion in the New World, and with Columbus as founding
father.29
At the other end of the scale are those critics who find aspects of the critical concepts
modernism and postmodernism very enabling for their study of Caribbean literature,
most notably, J. Michael Dash, Charles Pollard, Antonio Benitez-Rojo, C.L.R. James
these terms have no clear application even in their relation to Western literature. Ato Quayson,
'Modernism and Postmodernism in African Literature', p. 849.
26
According to Walker, the prefix counter also 'posits a relationship of proximity between one action
and another', in addition to '[declaring] an oppositional stance within that relationship'. Walker,
Countermodernism and Francophone Literary Culture, p. 12. 1 am not convinced by the idea of
'proximity' which counter supposedly conveys: for me, the prefix conveys a purely oppositional
stance.
27 See Gikandi, Writing in Limbo, pp. 4—5; Baker, Modernism and the Harlem Renaissance, pp. xv-
xvi; Pollard, New World Modernisms, pp. 18-19.
28
Appiah, 'Is the Post- in Postmodernism the Post- in Postcolonial?', pp. 61, 63.
29 This is the case in Gikandi in particular. See Gikandi, Writing in Limbo, pp. 2-3, 254.
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and Maximilien Laroche.30 Their more positive evaluation of these terms derives in
particular from their different understanding ofwhat constitutes Caribbean modernity
and postmodernity in the first place. Those who define modernism more positively,
such as Dash and James, claim an alternative genealogy for modernity by positing
the Haitian Revolution and independence in 1804 as the foundation for modernism in
the Caribbean.31
Across the whole spectrum of this debate, there is agreement in all these studies that
modernism and postmodernism in their literary senses are recast, reconceptualized
and inflected by writers in a Caribbean context. As Walker puts it, '[n]one of these
[terms/concepts] adequately suggest the combination of negation, negotiation, and
reevaluation or the expropriatory acts and the multiple consciousness of the twisted
signifier in francophone artistic expression'.32 The consensus in the debate, then, is
that Caribbean writers tend to build on modernist and postmodernist aesthetic
techniques and visions as a literary point of departure, but that this is no mere
derivative rehashing of the Western concepts and their attendant practices. As Dash
notes, they are often practiced in the Caribbean in a way that is not related to these
concepts in industrialized societies.33 Rather, modernism and postmodernism are
appropriated and adapted by Caribbean writers in a twisted way; that is, in a way
which is profoundly Caribbean in its engagement with certain problematics including
in particular colonialism and its legacies in discourses and modes of representation.34
30 See Dash, The Other America, pp. 16-18, 43^18; C.L.R. James, The Black Jacobins: Toussaint
L'Ouverture and the San Domingo Revolution, 2nd ed. [revised] (New York: Random House, 1963),
passim; Pollard, New World Modernisms, pp. 19-28; Benitez-Rojo, The Repeating Island, pp. 151-54,
167-68, 180, 295, 304, 310, 314-15; Maximilien Laroche, 'Haitian Postmodernisms', in Latin
American Postmodernisms, ed. by Richard Young (Amsterdam: Rodopi, 1997) pp. 119-25 (p. 119).
31 See Dash, The Other America, pp. 16-18, 43^18; James, Black Jacobins. On the Haitian revolution
and modernism in James, see David Scott, Conscripts of Modernity: The Tragedy of Colonial
Enlightenment (Durham & London: Duke University Press, 2004), pp. 98-123. Maximilien Laroche,
on the other hand, reads 1804 as the beginning of Haitian postmodernism. See Laroche, 'Haitian
Postmodernisms', p. 119.
32
Walker, Countermodernism and Francophone Literary Culture, p. 93 (my emphasis).
33
Dash, The Other America, p. 108.
34 See Gikandi, Writing in Limbo, p. 254; Dash, The Other America, p. 108; Walker,
Countermodernism and Francophone Literary Culture, pp. 6-8, 11-12.
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It is precisely with just such a 'twist' that Franketienne's work displays the
influences and techniques of certain features of modernism and postmodernism.
Thus, Franketienne engages with boldly experimental aesthetic practices drawn from
modernism/postmodernism, but often in a way which engages with some aspect of
colonialism and its legacies in the social and political situation in present-day Haiti.
My reading of 'postmodern' elements in Franketienne's work is based largely on J.
Michael Dash's overview in The Other America of the ways in which postmodern
perspectives can be applied most usefully to Caribbean writing. Three postmodern
features of Caribbean writing, as outlined by Dash, are much in evidence in
Franketienne's work in general, but also in his rewritings in particular. These are:
the use of the parodic, subversive mode of the carnivalesque-, flux of linguistic forms
and styles, and the foregrounding of fluidity, repetitiveness, open-endedness and
unceasing processes.35
Chapter three of this thesis will explore the many carnivalesque elements added to
L 'Oiseau schizophone throughout Les Metamorphoses. According to Dash, there is a
powerful deconstructive impulse and parodic dimension in much Caribbean writing
by women in particular, which places them squarely within the parodic mode.36
Central to any conception of the parodic mode and the carnivalesque are Mikhail
Bakhtin's conceptions of the 'carnival grotesque' and 'parodic-travestying forms'.37
Many of the additions analyzed in chapter three serve to represent the foreign stock
colonial and post-1804 Haitian-born leaders as taking part in a tragic farce. The
mocking, derisive attitude of the carnivalesque is prevalent everywhere throughout
35 See Dash, The Other America, pp. 19, 107-33.
36 See Dash, The Other America, pp. 108-10. According to Dash, the Haitian woman writer whose
work displays these trends most manifestly is Marie Chauvet in her groundbreaking Amour, Co/ere,
Folie. See Marie Chauvet, Amour, Colere, Folie (Paris: Gallimard, 1968).
37
On the carnival grotesque, see Mikhail Bakhtin, Rabelais and His World, trans, by Helene Iswolsky
(Bloomington: Indiana University Press, 1984), passim. On parodic-travestying forms, see Mikhail
Bakhtin, The Dialogic Imagination: Four Essays, trans, by Caryl Emerson and Michal Holquist
(Austin: University of Texas Press, 1981), p. 11.
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the additions of Les Metamorphoses. The additions serve to turn the colonial and
post-colonial characters inside-out and upside-down. This is the peculiar logic of the
carnivalesque, for in Bakhtin, it is the lower bodily stratum — the corporeal,
material, and scatological — which serves as a powerful deflating force.38 Thus, we
find in Franketienne a pervasive, subversive laughter, but as Dash remarks in a more
general sense: '[it] would be unfair to describe this laughter as merely ludic, just
playfully postmodern.'39
As we shall see in chapter three, Franketienne's irreverent stand against the colonial
and post-colonial characters he represents does not celebrate actual Haitian carnival
in an unproblematically celebratory and relativist way, as is the case in Bakhtin's
theorizing of carnival as a ritual of resistance. This is where the most specific 'twist'
of Franketienne's use of the postmodern parodic mode lies: his ritual decrownings
throughout the additions of Les Metamorphoses are not merely playful, but point
instead to the brutality and authoritarianism of political realities in Haiti as the result
of the greed, violence, and exploitation by generations of those in power in Haiti
throughout the colonial and post-1804 periods ofHaitian history.
As for a postmodern approach to language, Franketienne is the Francophone
Caribbean, if not the Caribbean, writer who has pushed the flux of linguistic forms
and styles to its furthest extent. He borrows extensively from a whole gamut of
modernist and postmodernist aesthetic techniques, but once again with a Haitian
'twist', where Creole is a key element. All of his work, from his earliest writings, is
linguistically innovative, with Creole permeating almost every word of his French
texts, forming startling neologisms from these agglutinations. Furthermore, as I have
already indicated, and as will become apparent from all the chapters that follow,
certain thematic clusters emerge from Franketienne's constant addition of key words
38 Bakhtin, Rabelais and His World, p. 11.
39
Dash, The Other America, p. 118.
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revolving around certain themes — zombification, deciphering, and cannibalism —
which are particularly loaded in a Haitian cultural context.
A postmodern emphasis on fluidity, repetitiveness, open-endedness and unceasing
processes is also apparent everywhere in Franketienne. These are the principal
characteristics of the trajectory of the Spiral — a figure which has dominated
Franketienne's oeuvre. His work refers repeatedly to the openness of the Spiral's
form and its constant mobility, but Franketienne also performs this Spiral-like
movement and openness in his work by writing fragmented sections of text which
could be arranged as a series of different permutations. As Gikandi observes,
fragmentation is a well-known postmodern technique.40 Moreover, there is no plot to
speak of in Franketienne's texts and they have no beginning, middle and end. It is
precisely, I shall argue, this inherent openness and mobility of Franketienne's work
and his Spiralist aesthetic which is stressed further by the additions he makes as he
rewrites. As Dash has noted, Chaos Science in the work of the Caribbean writers
Antonio Bem'tez-Rojo and Edouard Glissant also 'functions almost as the scientific
equivalent of postmodernism' because it inspires them to eschew the linear.41 In
Franketienne's recent elaboration of Quantum Writing, which will be discussed in
chapters two and four below, he is similarly inspired by this exemplary postmodern,
non-linear, and unpredictable dimension of new perspectives from modern science.
Ecriture quantique is a notion which has never been fully explained by the author
himself. As with the notion of the Spiral, with which ecriture quantique is
intertwined, this is due in large part to Franketienne's utter aversion to theorizing of
any kind. Even if there exists no theory of ecriture quantique, its main
characteristics have been illustrated in and enacted by Franketienne's writing and
rewriting since the 1990s. Ecriture quantique can be understood as a treatment of
40 Gikandi, Writing in Limbo, p. 231.
11
Dash, The Other America, p. 7.
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individual words, phrases, and sentences as particles of energy when a work is being
written or rewritten. With ecriture quantique, Franketienne aligns his work
explicitly with a new trend from modern science, striving to apply to his own
language the explosive vigour, dynamism, paradoxes, and surprising results
associated with Quantum physics. With this constant emphasis on explosive energy,
Franketienne takes ideas to do with enacting the dynamic, constant movement of the
Spiral to a new level (see p. 3 for my working definition of the Spiral).
In light of this significant postmodern vein in Franketienne's work, why is it that 1
have chosen to speak mostly in terms of modernist influences and techniques in
Franketienne throughout the remainder of this thesis? In doing so, I follow in part,
the lead of most other Franketienne critics who take their cue from Franketienne
himself.42 In interviews, his literary texts, and in the additions he makes when
rewriting, Franketienne has referred at some length to his debt to modernist
techniques, particularly those of a whole range of Franco-European avant-garde
movements ranging from the Surrealists and James Joyce to the nouveau roman.43
Thus, he himself readily aligns his work with modernism, including the 'high'
modernism of Joyce.44
When I use the term 'modernist, I am also using it in an extremely broad sense. It
has become almost customary among critics of Caribbean literature to use the term
'modernist' to describe the aesthetic practices of writers of Franketienne's
42 Most notably, Kaiama Glover refers to 'modernist' influences on Franketienne and his fellow
Spiralists' work. See Glover, 'Physical Internment and Creative Freedom'; Glover, 'Spiralisme and
Antillanite\ Rafael Lucas also constantly refers to the influence of the European avant-garde on
Franketienne's work, and to the 'avant-gardist' techniques he employs. See Lucas, 'L'Energie
linguistique dans l'oeuvre de Franketienne' (para. 5 of 31).
43 Franketienne has spoken of this debt to literary modernism in my interview with him. Douglas,
Unpublished Interview with Franketienne, Port-au-Prince.
44 Franketienne himself has said that he finds postmodernism too gimmicky. Douglas, Unpublished
Interview with Franketienne.
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generation, such as Derek Walcott and Kamau Brathwaite.45 The term 'modernist' is
often employed in this context to cover most of the senses in which 'postmodernist'
is also used. In the theorizing of'postmodernism' more generally, it has frequently
been attested that the boundaries between modernism and postmodernism are more
permeable and less distinct, and are often positioned as a continuum rather than as a
contrast. As Dash notes, 'the emergence of the postmodern in the Caribbean as the
latest assertion of the heterogeneous nature of all universals and the relational or
dialogic nature' of cultures, which is constantly referred to in Caribbean writing, is
yet another dramatic manifestation 'of the modernist impulse' in Caribbean
literature.46 If Caribbean writing can be thought of as postmodernist avant la lettre,
it can also display clear modernist impulses even after the term 'postmodernism' has
been coined.47 Of course, from a 'post-' temporal position, Franketienne is writing
many decades after Joyce and the Surrealists. He thus approaches the historical
avant-garde/modernism, for which there are many different dates, but which can
broadly be dated as lasting until the start of the Second World War, from a
'postmodern' point of view.48 He is influenced not just by the techniques of Joyce
and the Surrealists, but also by those who, in Europe, the United States and the
Caribbean, have subsequently appropriated, adapted, built on, and recast these
techniques. But 'modernist' in the sense I use it henceforth encompasses these
subsequent manifestations and conceives of them as a long line ofWestern modernist
movements, ranging from Lautreamont, through Joyce, the Surrealists, all the way to
the nouveau roman and beyond, which influence Franketienne and whose techniques
45 For example, both Pollard and Gikandi use the term 'modernism' throughout their studies: Pollard,
New World Modernisms, and Gikandi, Writing in Limbo. Gikandi does, however, also employ the
term "postmodernism' in the final chapter of his study.
46
Dash, The Other America, p. 17.
47 Laroche also makes the point that prefixes such as pre- and post- are relevant to the postmodernism
of post-industrialized societies, but that 'Haiti is situated in the paradoxical position of being in an
"after" (post-), which is, at the same time, a "before" (pre-).' Laroche, 'Haitian Postmodernisms', pp.
119, 124.
48 There has been great debate about the dating of modernism, but the dates given by the Cambridge
Companion to Modernism (1999), edited by Michael Levenson, are 1890-1939.
26
he adopts and inflects. Thus, following Dash, I define modernist for this thesis as
'the spirit of intellectual dissidence'.49
For this broad definition of 'modernist' influences in Franketienne's work, Edouard
Glissant's conception of a 'lived modernity' in the Caribbean is particularly helpful.
Glissant frequently refers to i'irruption dans la modernite' of the Caribbean
archipelago, which he describes as follows: 'Nous n'avons pas de tradition litteraire
lentement murie: nous naissons a brutalite, je crois que c'est un avantage et non pas
une carence [...]. L'irruption dans la modernite, Virruption hors tradition, hors la
"continuite" litteraire, me parait etre une marque specifique de l'ecrivain americain
quand il veut signifier la realite de son entour.'50
As Glissant is intimating here, this still recent and brutal irruption of Caribbean
literature into literary modernism means that concepts and techniques taken from
what Glissant calls 'matured' literatures (those which have evolved more gradually
to form a tradition) are deployed by Caribbean writers as if they come from the same
single, horizontal plane. Thus, the conventional distinctions made between concepts
like modernism and postmodernism are of less relevance to Caribbean writers like
Franketienne. It is precisely for this reason, then, that the term 'modernist' is
employed in such a broad way throughout the rest of the thesis: postmodernism and
modernism have irrupted together in the Caribbean, and so 'modernist' according to
my definition encompasses all that is 'postmodernist' too, as just the latest tendency
of a 'modernist' impulse clearly at work in Franketienne's writing.
49Dash, The Other America, p. 15.
50
Glissant, Le Discours antillais (Paris: Gallimard, 1997), p. 438 (my emphasis).
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Literary / Postcolonial Twists
Postcolonial perspectives inform my work in several ways.51 They are most useful
for engaging with those aspects of Franketienne's work which are most overtly
'postcolonial', namely his manipulation of colonial stereotypes in his representations
of the colonial Plantation and its reincarnations in post-colonial Haiti. These aspects
are dealt with in chapter three of this thesis where I use the postcolonial approaches
of Homi Bhabha, Edward Said, and Mireille Rosello. In several respects, however,
the predominant focus of postcolonial theories and studies on pressing social,
political and historical issues does not provide me with adequate means to explore
the more 'literary' qualities of Franketienne's oeuvre in general, and his practice of
rewriting in particular. For this thesis, what counts as particularly 'literary' are
textual phenomena which cannot fully be explained by contextual reference, or
which deviate most spectacularly from ordinary language use.52 In general, the most
'literary' aspects running throughout Franketienne's work include his constant
exploitation of word- and sound-play, polysemy, and deformation of syntax, which
51 In my use of the terms postcolonial and post-colonial, I follow Jean-Marc Moura's distinction
between them: '"Post-colonial" designe [...] le simple fait d'arriver apres l'epoque coloniale, tandis
que "postcolonial" se refere a toutes les strategies d'ecriture dejouant la vision coloniale, y compris
durant la periode de la colonisation'. Jean-Marc Moura, Litteratures francophones et theorie
postcoloniale (Paris: Presses Universitaires de France, 1999), p. 4 (note 2).
52 The debate on what the 'literary' is has been a long and fairly complex one, from the Russian
formalist Roman Jakobson's coining of the term Literaturnost ('literariness') in 1919, through
attempts by later structuralists to define a characteristic set of'literary' properties, to meditations by
later poststructuralists on the slippery characteristics of literary autonomy and modes of literariness.
For an overview of this debate, see Jonathan Culler, 'La Litterarite', in Theorie litteraire. Problemes
et perspectives, ed. by Marc Angenot and others (Paris: Presses universitaires de France, 1989), pp.
31-43; Thomas Aron, La Litterature et la litterarite: un essai de mise au point (Paris: Belles Lettres,
1984); La Litterarite, ed. by Louise Milot and Fernand Roy (Sainte-Foy, Quebec: Presses de
1'Universite Laval, 1991); Marghescou, Mircea, Le Concept de litterarite: essai sur les possibilites
theoriques d'une science de la litterature (The Hague: Mouton, 1974). My own thinking about the
'literary' specificities most relevant to Franketienne has been influenced by later readings of extreme
linguistic experiments of Joyce, Ponge, and Pound as encapsulating the singularity of the literary text,
and also by recent attempts to pinpoint reflexivity as a key 'literary' quality through which a model of
literary practice can be foregrounded. See Derek Attridge, Peculiar Language: Literature as
Difference from the Renaissance to James Joyce (London: Methuen, 1988). On the links between
reflexivity and literariness in the context of intertextual, intratextual and autotextual practice, see
Gignoux, La Recriture, p. 7. For an original definition of 'literarity' in the context of postcolonial
criticism, see Nicholas Harrison, Postcolonial Criticism: History, Theory and the Work of Fiction
(Cambridge: Polity, 2003), pp. 38-50.
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often do not have an obvious referent outside the text, and which reflect back instead
on their creative inventiveness.53 This reflexivity is also the most quintessential
'literary' feature linked specifically to Franketienne's practice of rewriting. A great
many of the additions he makes are self-reflexive, drawing attention to the very
processes of rewriting through which he shapes and reshapes infinite possibilities of
different combinations of form and content in his previously written work.
It is therefore in order to deal with this crucial dimension of 'literariness' in
Franketienne that much of the thesis is informed by the theoretical perspectives of
Gerard Genette, Mikhail Bakhtin and Umberto Eco, theorists who, with the
exception of Bakhtin, do not often feature prominently in postcolonial studies. This
is definitely not to say that what follows will be a bellelettriste approach, dealing
with pure aestheticism in Franketienne — far from it. Rather, I employ these literary
theories and study the prominent literary features of Franketienne's work with a
postcolonial 'twist'. This postcolonial approach to literary aspects takes its cue from
Franketienne's work itself where the most literary characteristics are often connected
in some way with political, social, historical, and cultural aspects of the specific
material circumstances of the Haitian context in which he is writing.
My postcolonial approach to 'literariness' in Franketienne also draws on the critical
approaches of two prominent scholars at the literary end of the field of Francophone
Postcolonial Studies in the United Kingdom — Nicholas Harrison and Lorna Milne.
Both Harrison and Milne have argued in recent opinion pieces that it is important not
to lose sight of specifically literary strategies, and to avoid the dangers of reducing
works of literature produced in a postcolonial context to the material and political
circumstances of their production alone.54
53
Examples of this practice will be examined at greatest length in chapter four.
54 Nicholas Harrison, 'Postcolonial ism and the Object of French Studies', Francophone Postcolonial
Studies, 1.1 (2003), 42-48. Lorna Milne, 'Gare au gauffrier!: Literature and Francophone
Postcolonial Studies', Francophone Postcolonial Studies, 1.1 (2003), 60-63. This reconceptualization
of the position of the literary in postcolonial criticism is developed in Harrison's perceptive study,
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In the context of studies of Francophone Caribbean writing, Milne is one of
numerous critics who share my approach, already outlined above, of operating by
close textual analysis to reveal the textual specificities of particular writers, such as
Patrick Chamoiseau (Lorna Milne, Maeve McCusker), Edouard Glissant (Celia
Britton, J. Michael Dash), or several Francophone Caribbean writers (Mary
Gallagher, Kaiama Glover, Lydie Moudileno, Mireille Rosello), while situating the
text in its specific postcolonial context.55 As many of these critics have indicated,
writers such as Glissant, Chamoiseau, and Daniel Maximin emphasize their own
'textuality' very insistently.56 The 'literariness' of these writers is most conspicuous,
as almost all of the afore-mentioned critics have noted, in the vast profusion of
intertextual references to Caribbean and non-Caribbean literature. Representations
of writer figures also abound in much Caribbean writing, where there is frequent use
of the mise en abyme device of a writer writing or a reader reading within the text we
are reading.57 Intertextuality and mise en abyme are self-consciously literary
strategies par excellence.58 In general, their use enables reflection on relationships
between texts, and on a variety of writing techniques. Above all, a mise en abyme
enables the fundamental question to be posed directly: what is writing? But Lydie
Moudileno is quite right to point out that while the image of the writer at work is
Postcolonial Criticism: History, Theory and the Work of Fiction. See Harrison, Postcolonial
Criticism, pp. 38-50.
55
See for example: Lorna Milne, Patrick Chamoiseau: espaces d'une ecriture antillaise (Amsterdam:
Rodopi, 2006); Celia Britton, Edouard Glissant and Postcolonial Theory: Strategies ofLanguage and
Resistance (Charlottesville and London, University Press of Virginia, 1999); J. Michael Dash,
Edouard Glissant (Cambridge: Cambridge University Press); Mary Gallagher, Soundings in French
Caribbean Writing Since 1950: The Shock of Space and Time (Oxford: Oxford University Press,
2002); Glover, 'Spiralisme and AntillanitC; Glover, 'Physical Internment and Creative Freedom';
Lydie Moudlieno, L 'ecrivain antillais au miroir de sa litterature: Mises en scene et mise en abyme du
roman antillais (Paris: Karthala, 1997); Mireille Rosello, Litterature et identite Creole aux Antilles
(Paris: Karthala, 1992).
56
Most notably, see Gallagher, Soundings in French Caribbean Writing, p. 112. See also Moudileno,
L 'Ecrivain antillais au miroir de sa litterature, pp. 105, 114—15, 189.
57 See Moudileno, L'Ecrivain antillais au miroir de sa litterature, pp. 32, 189. 199-200; Dominique
Chance, L 'Auteur en souffrance: Essai sur la position et la representation de l auteur dans le roman
antillais contemporain (Paris: Presses Universitaires de France, 2000), passim.
58 On these general links between literariness and the mise en abyme device more generally see
Gignoux, La Recriture, pp. 7, 12, 111, 123, 125, 128, 177-81; Lucicn Dallcnbach, Le Recit
speculaire: essai sur la mise en abyme (Paris: Seuil, 1977), pp. 55, 118.
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universal, it is also used by Francophone Caribbean writers in a way which is
specifically Antillean.59 In particular, they tend to 'twist' the fundamental question
above to form new questions, more specific to the context in which they are writing,
such as: what does it mean to write in the Francophone Caribbean? What is the role
of writers in the Francophone Caribbean?60 As I want to save discussion of these
other writers' work for the next section, I shall now examine Franketienne's
literariness, and his particular postcolonial 'twists' of literary techniques, such as
intertextuality and mise en abyme, favoured by Francophone Caribbean writers.
If reflections on writing are more prominent in Francophone Caribbean writing in
general, they are arguably even more pronounced in Franketienne. Take spiralisme,
for instance (the literary movement Franketienne set up in the mid-1960s with Rene
Philoctete and Jean-Claude Fignole), and Franketienne's conception of the Spiral
which has dominated his work ever since. Unlike some very prominent concepts and
movements in Francophone Caribbean literature, such as negritude, indigenisme,
antillanite, creolisation and creolite, whose very names suggest a more socio-
aesthetic emphasis on a particular race, people, geographical area, or language, the
very terms spiralisme and spirale already suggest that Franketienne conceives of the
Spiral primarily as an aesthetic of universal application.61 The Spiral is not based on,
nor is it most conspicuous in, any particular race, people, geographical area or
language. Appropriately, this aesthetic of the Spiral is presented most clearly
through the extremely literary medium of a mise en abyme in Franketienne's first text
59
Moudileno, L 'Ecrivain antillais au miroir de sa litterature, p. 189.
60 Ibid., pp. 199-208.
61 Of course, these terms often have wider applicability too. Creolite and creolisation are, as their
proponents stress, processes which can happen anywhere, and which are happening in different places
throughout the world. Nevertheless, they are still depicted as being most pronounced and carried to
their furthest point in the Caribbean at the moment, as a result of the mix of cultures brought violently
together through the slave trade and subsequent indentured labour from other countries. As for many
of Glissant and Chamoiseau's later concepts, such as relation, mise-en-relation, pierre-monde, and
chaos-monde, they have names which, like spiralisme, also draw attention to processes at work
throughout the whole world. But, in addition to being literary concepts, they are also often posited, at
least in part, as the means of constructing a specifically Antillean identity.
31
Mur a crever (1968), which enables him to reflect on writing, and the challenges
facing the writer from a position within his own writing.
This self-reflexive literariness is then greatly increased by many of the additions
Franketienne makes as he rewrites his own texts. Intertextuality may be profoundly
literary, all texts made up of a mosaic of references to other texts with all writing as
rewriting, but this is even more so in the specific sense of 'rewriting', as it is
employed throughout this thesis. This is because it reflects not just the writing of
other people, but autotextuality, giving self-reflexive insights into the manner in
which the new version of the text is coming into being. Numerous additions,
particularly those analyzed in chapter four, refer to this type of rewriting as a
quintessentially literary process of self-absorption and self-sufficiency to the point
that autotextuality — rewriting oneself — even becomes autophagy — eating
oneself. Thus, the important role played by 'literariness' throughout Franketienne's
writing as a whole, and in his rewriting in particular, has made it absolutely
necessary for me to pay close attention to textual detail as part ofmy methodology.
Given this high degree of narcissism and solipsism on display in Franketienne's
rewriting, particularly in the additions of Les Metamorphoses, is Franketienne's
rewriting nothing more than art for its own self-obsessed sake? I would argue that
this is where the need for a postcolonial 'twist' on even the most literary aspects of
Franketienne writing, and especially his rewriting, comes into play.
First, his very decision to privilege 'literariness', to eschew crude literal referentiality
on questions of race, politics, Haitian identity and the Haitian landscape stems
directly from the particular political, social and economic climate in which he is
writing. Franketienne began to write under the dictatorships of Framjois and Jean-
Claude Duvalier, at a time of widespread repression, and of worsening social,
economic and environmental situations which continue to this day. From this
perspective, and as will be discussed in chapters one and two, the dangers to which
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the explicit espousal of an ideological position can lead are in full evidence. These
contextual factors are motivations behind Franketienne's decision to break with the
ethnological focus and postulations of Haitian identity of previous literary trends,
which were appropriated for noiriste ideological ends by Francis Duvalier.62
Franketienne also refuses to adopt any one explicit political position, and to celebrate
manifestations of nature like Haitian Marvellous Realism in the 1950s.63 This is one
of the principal reasons for his adoption of a very literary aesthetic, which gives
prominence above all to openness and constant dynamic movement: it is far more
difficult to appropriate these aesthetic qualities for ideological purposes than it is to
use writing on Haitian racial identities and celebrations of the Haitian landscape and
orality.64
Second, a postcolonial twist on the literary is also called for here since, even when
Franketienne is at his most literary, his writing and rewriting tend to be deeply
connected to some aspect of the cultural, social, political, historical, and economic
Haitian context in which he is writing. This is clearly the case with the main
62 On noirisme' s appropriation of Jacques Roumain and Jean Price-Mars, see Rene Depestre, Bonjour
et adieu a la negritude (Paris: Laffont, 1980), pp. 43, 134-36, 144—45. See also the extracts from Les
Griots: La Revue scientifique et litteraire to do with Roumain and Price-Mars, in Franqois Duvalier,
Oeuvres essentielles, vol. 1 (Port-au-Prince, Presses Nationales d'Hai'ti, 1968).
63 For more on Haitian Marvellous Realism, and Franketienne's position towards it, see chapters two
and four. Jacques Stephen Alexis is the Haitian writer who is most associated with !e reel
merveilleux, a concept which he adapts from Alejo Carpentier's formulation of lo real maravilloso.
See Jacques Stephen Alexis, 'Du realisme merveilleux des HaTtiens', Presence Africaine, 8-10
(1956), 245-71. Carpentier first formulated lo real maravilloso in the 'prologue' to The Kingdom of
this World. For the later expanded version of this prologue, see Alejo Carpentier, 'On the Marvelous
Real in America', in Magical Realism: Theory, History, Community, ed. by Lois Parkinson Zamora
and Wendy Faris (Durham & London: Duke University Press, 1995), pp. 75-88. Alejo Carpentier is
responding in his formulation to the German art critic Franz Roh. It has been suggested that: 'Perhaps
the northern European origins of Roh's formulation and its dissemination in Latin America by the
Spanish Revista de Occidente served to spur Carpentier to his aggressively American discussion of the
mode.' 'Editor's note', Carpentier, 'On the Marvelous Real in America', p. 75. Just as Carpentier
devises his term to define a uniquely American form of reality, so too does Alexis posit le reel
merveilleux even more specifically to Haiti, focusing at greater length than Carpentier on Haitian
Vodou.
64 Herein lie some of the principal differences between Franketienne's notion of the Spiral, and
Chamoiseau and Glissant's later concepts, like relation, mise-en-relation, tout-monde, pierre-monde,
chaos-monde. Like Franketienne's Spiral, many of these concepts denote dynamic processes which
Chamoiseau and Glissant similarly emulate in the structure of their works. But as well as being
literary aesthetics, Glissant and Chamoiseau's concepts are also often linked to the construction of
Antillean identity, and also to elements of the Antillcan landscape and vegetation.
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aesthetic processes underlying Franketienne's practice of rewriting — such as
deciphering/clarification, hyperbolization and cannibalization — which will be
examined at greatest length in chapters two and four. For example, the process of
deciphering will be shown in chapter two to be related in some ways to 'Borlette',
the Haitian lottery which works by a series of correspondences between dreams and
numbers. Also explored, in chapter one, will be the series of connections between
hyperbolization and the Vodou god Guede who brandishes a large wooden phallus,
satirizes sexual intercourse, and debunks self-important or puritanical onlookers
through exaggerated rants against the status quo.65 As for cannibalization, it insists
on a contextual specificity of widespread rumours in Haiti to do with cannibalism.
These rumours make popular links between powerful politicians, cannibalism, and
sorcery. Cannibalization— a process of rewriting the text by eating oneself— also
recalls Guede, whose voracious appetite has a tendency to turn in upon himself; he
will often sink his teeth into his own arm.66
This study is at the 'literary' end of the scale of postcolonial studies. As is reflected
in the very title of the thesis, this is because Franketienne's rewriting is principally an
aesthetic practice. Indeed, it would be impossible to study his relationship to this
particular practice without exploring his literary strategies in depth. But it would
also be inconceivable to write about these literary aspects using European literary
theories without a 'postcolonial' twist. Here, the postcolonial twist consists of
demonstrating at several points the ways in which Franketienne's rewriting, even
when at its most literary, tends to reflect various socio-cultural, political, and
historical circumstances in Haiti.
65
On these characteristic traits of Guede, see Maya Deren. Divine Horsemen: The Living Gods of




Franketienne's Rewriting in the Context of Other Caribbean Writing
'Rewriting' in the context of critical work on Caribbean literature has tended to be
used in the loose sense of revisionism from a variety of postcolonial perspectives,
such as 'rewriting history', or 'rewriting canonical texts'. In particular, critical
attention has focused on Caribbean rewriting of the latter allographic type, such as
Aime Cesaire's Une Tempete, d'apres la tempete de Shakespeare pour un theatre
negre, Derek Walcott's Omeros and The Odyssey as rewritings of Homer, and
Maryse Conde's La Migration des coeurs, a transposition of Emily Bronte's
Wuthering Heights to a Caribbean context.67
Roger Toumson, for example, argues as early as 1980 that: ia reecriture peut
apparaitre comme la loi generate d'engendrement du discours afro-antillais', but he
uses 'rewriting' in its allographic sense, specifically looking at ways in which
Antillean writers like Aime Cesaire and Edouard Glissant transform the literary
models of Shakespeare and Saint-John Perse in particular.68 More recently, Mary
Gallagher has examined intertextual proliferations in French Caribbean writing
which are again allographic. These include the echoes of Cesaire, Saint-John Perse,
Emily Bronte and Victor Hugo in Maryse Conde, and the extent to which
Chamoiseau's work engages in an intertextual dialogue with that of Glissant, while
Daniel Maximin's is marked by the textual presences of Helene Cixous and the
Arabian Nights.69 As for J. Michael Dash, he frequently speaks of contemporary
67 Aime Cesaire, Une Tempete, d'apres la tempete de Shakespeare pour un theatre negre (Paris: Seuil,
1969); Derek Walcott, Omeros (London: Faber, 1990); Derek Walcott, The Odyssey (London: Faber,
1993); Maryse Conde's La Migration des coeurs (Paris: Laffont, 1995). Graham Huggan has noted
the particular richness of Caribbean rewritings of the three great classics of colonial encounter The
Tempest, Robinson Crusoe, and Heart of Darkness. See Graham Huggan, 'A Tale of Two Parrots:
Walcott, Rhys and the Uses of Colonial Mimicry', Contemporary Literature, 35.4 (1994), 643-60 (pp.
645, 657).
68
Roger Toumson, 'Les Ecrivains afro-antillais et la reecriture', Europe, 612 (1980), 115-227 (p.
127).
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Gallagher, Soundings in French Caribbean Writing, pp. 125-33. Gallagher also deals with aspects
of Francophone Caribbean writing which are of more relevance to Franketienne's specific practice of
rewriting his own texts. She identifies the following category within her broad definition of French
Caribbean rewriting: 'the intertextuality internal to a given ceuvre\ Basing her argument on Glissant's
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Haitian literature in terms of the 'rewriting' of earlier key Haitian texts. Thus, he
sees Dany Laferriere's Pays sans chapeau 'as an indirect satire of Jacques
Roumain's Masters of the Dew [Gouverneurs de la rosee] in particular and all
Caribbean narratives of return in general', and he also argues that Edwidge
Danticat's Breath, Eyes, Memory 'can be read as the rewriting of the famous novel
by Jacques-Stephen Alexis, Compere General Soleil, which also traces the history of
the massacre of Haitian cane cutters in the Dominican Republic.'70
And yet, a number of other Caribbean writers have engaged in autographic rewriting,
returning to their own previous works to revise them, in a similar way to
Franketienne. Indeed, some of the most important Caribbean writing has been
elaborated in this way: Aime Cesaire's Cahier d'un retour au pays natal; C.L.R.
James's Black Jacobins', Edouard Glissant's Monsieur Toussaint; numerous poems
by Derek Walcott and Kamau Brathwaite; Dany Laferriere's rewritings of Cette
Grenade dans la main du jeune negre est-elle une arme ou un fruit, Le Gout des
jeunes filles, and of La Chair du maitre with the new title Vers le sud; Gerard
Etienne's Au Bord de la falaise (a rewriting with a new title of Une Femme
muette).7] Even so, very little critical attention to date has focused on this important
work in particular, she notes that it is through 'internal' intertextual references that '[e]ach text relates
intertextually to the rest of Glissant's work, recycling the same concerns, adapting them to a different
textual context, thus expanding and relativizing (or indeed creolizing) their former significance. What
makes this continuity even more striking is the fact that it is highly self-reflexive and also
intergeneric. In other words, it comments on itself untiringly, and it constantly crosses the generic
boundaries between essays and novels, novels and poetry, in an ever more complex dynamic of
circulation.' This, Gallagher goes on to argue, creates a non-linear 'density of intertextual
correspondence' and 'a powerful sense of simultaneity', which can also be found in abundance in the
work of Confiant and Chamoiseau. See ibid., pp. 133-34. As 1 argue throughout this thesis, the effect
which Franketienne's rewriting of his own texts has on his oeuvre as a whole is very similar.
70 J. Michael Dash, 'Postcolonial Thought and the Francophone Caribbean', in Francophone
Postcoloniat Studies: A Critical Introduction, ed. by Charles Forsdick and David Murphy (London:
Arnold, 2003), pp. 231-41 (pp. 235-36).
71 Aime Cesaire, Cahier d'un retour au pays natal, 1st ed. Volontes, 20 (1939), 23-51; 2nd ed.
[revised] (New York: Brentano, 1947); 3rd ed. [revised] (Paris: Bordas, 1947); 4th ed. [revised]
'version definitive' (Paris: Presence Africaine, 1956). C.L.R. James, Black Jacobins, 1st ed. (London:
Seeker and Warburg, 1938); 2nd ed. [revised] (New York: Random House, 1963); Edouard Glissant,
Monsieur Toussaint, 1st ed. (Paris: Seuil, 1961); 2nd ed. [revised] (Paris: Seuil, 1986); 3rd ed. [text as
2nd ed.] (Paris: Seuil, 1998); revised and translated into English as Monsieur Toussaint: A Play, trans,
by J. Michael Dash and Edouard Glissant (Boulder, CO: Lynne Rienner, 2005); numerous poems by
Derek Walcott and Kamau Brathwaite; Dany Laferriere, Cette Grenade dans la main du jeune negre
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feature underlying Caribbean literature as a whole, and individual writers' work in
particular. Above all, there are books waiting to be written on the different versions
of Walcott and Brathwaite. In the remainder of this section, I examine why so little
critical work on Caribbean literature has dealt with this type of autographic rewriting.
I then outline some of the main ways in which other Caribbean writers' rewriting
compares and contrasts with that of Franketienne.
There are several reasons for the lack of critical attention paid to the role of
autographic rewriting in Caribbean literature. Most often, this is tied up with issues
of publication for different editions. It is normal practice, for example, for a critic to
buy one copy and not all the editions available of a text. Another factor is that not all
editions of a particular text are equally available. Some editions are easier to obtain
than others, depending on when and where that particular edition was published, and
on the size of the print run. It is particularly difficult to obtain editions published by
small publishing houses in the Caribbean and authors' self-published work. Walcott
and Franketienne's trajectories are fairly typical for Caribbean writers: they both
began by publishing their own work themselves; they were then taken on by small
publishing houses in the Caribbean, and finally, their work has been published or
republished by metropolitan publishers once it has acquired international
recognition.72
est-elle une arme ou un fruit, 1st ed. (Montreal: VLB, 1993); 2nd ed. [revised] (Montreal: VLB,
2002); 2nd ed. [revised] (Paris: Le Serpent a Plumes, 2002). Dany Laferriere, Le Gout des jeunes
filles, 1st ed. (Montreal: VLB, 1992); 2nd ed. [revised] (Montreal: VLB, 2004). Dany Laferriere, La
Chair du maitre, 1st. ed. (Outremont, Quebec: 1997); 2nd ed. [revised] (Paris: Le Serpent a Plumes,
2000); Vers le sud [revised version of La Chair du maitre with a new title] (Paris: Grasset, 2006; Vers
le sud (Montreal: Boreal, 2006). Gerard Etienne, Une Femme muette (Montreal: Nouvelle Optique,
1983); Au Bord de la falaise [revised version of Une Femme muette| (Montreal: C1DIHCA, 2004).
On the various versions of Derek Walcott's poems, see Bruce King, Derek Walcott: A Caribbean Life
(Oxford: Oxford University Press, 2000). On Kamau Brathwaite's rewriting, see Elaine Savory,
'Returning to Sycorax/ Prospero's Response', in The Art ofKamau Brathwaite, ed. by Stewart Brown
(Seren: Bridgend, 1995), pp. 208-30, and Kelly Baker Josephs, 'Versions of X/Self Kamau
Brathwaite's Caribbean Discourse, Anthurium, 1.1 (2003) http://scholar.library.miami.edu/anthurium/
volumel/issuel/josephs-versions.htm. [accessed 6 August 2006] (para. 19 of 34).
72 This is obviously particularly the case for Walcott, a Nobel Prize laureate. Brathwaite's publishing
history is different. His first two trilogies and Other Exiles were published and disseminated widely
by Oxford University Press. As his work has become experimental — through, for example, his
development of his visual 'video' style, which uses the typographic innovations of computer graphics
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Obtaining specific editions of a text is sometimes complicated still further when a
Caribbean writer has published, often almost simultaneously, two versions of the
same text with different publishers. This is the case, for example, with the different
versions of Cesaire's Cahier d'un retour au pays natal, published in 1947 by Bordas
in Paris and Brentano in New York; the collections of Walcott's poetry published
almost at the same time by Jonathan Cape in London and Farrar Strauss and Giroux
in New York; and Dany Laferriere's simultaneous publishing of different rewritings
of his earlier texts with two new publishers, Grasset in Paris and Boreal in Quebec.
Thus, depending on where a particular critic lives, and how many copies of an
edition have been made, it may be more difficult and expensive to buy one edition
than another.73 These issues related to the publishing of different textual versions
can lead to extreme confusion, to the point where detective work is needed to
establish precisely which texts are rewritings, and which of the earlier texts are
rewritten in them.74
Lack of paratextual evidence is another one of the main reasons why the significance
of Caribbean rewriting has been frequently overlooked. Most critical attention
centred on this phenomenon of rewriting concerns those Caribbean texts which
— Brathwaite has had great difficulty in persuading OUP and other prominent publishing houses in
the United Kingdom to reproduce the video style. He expresses his frustration with this situation in an
interview, and also in his creative rewriting of his interview answer in the prose version of Middle
Passages. As a result of these difficulties, Brathwaite has increasingly turned to self-publishing his
visually innovative work. Thus, it is often very difficult to buy Brathwaite's latest work, as it is to
obtain Walcott and Franketienne's earliest texts and poems in the versions of their original editions.
On these rewriting issues in Brathwaite, see Nathaniel Mackey, 'An Interview with Kamau
Brathwaite', in The Art ofKamau Brathwaite (see Brown, above), pp. 13-32; Savory, 'Returning to
Sycorax', p. 218.
73 Kaiama Glover has commented on the difficulty and cost involved in procuring the texts of
Franketienne and other Spiralist writers. See Glover, 'Physical Internment and Creative Freedom', p.
234; Glover, 'Spiralisme and Antillanite\ p. 6.
74 Further confusion is often caused when the rewritings are published with new titles. The only case
where all textual variants are easy to access in a single document is Cesaire's Cahier d'un retour au
pays natal. This is due to Lilian Pestre de Almeida's publication of all the changes introduced in the
editions of his Cahier between 1939 and 1956. See Lilian Pestre de Almeida, 'Les Versions
successives du Cahier d'un retour au pays nataT, in Cesaire 70, ed. by M. a M. Ngal and Martin
Steins (Paris: Silex, 1984), pp. 35-90.
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announce themselves as rewritings via prominent paratextual declarations on the
back cover, title page and preface. For example, Brathwaite's Ancestors (2001) bills
itself conspicuously on the title page as: 'A Reinvention ofMother Poem, Sun Poem,
and X-Self\ while both the blurb on the back cover and a 'Publisher's Note' at the
beginning of the book draw attention to the rewriting that has taken place.75
Consequently, all critics ofAncestors deal with, or at least mention the 'reinvention'
involved in the composition of the trilogy.
C.L.R. James's Black Jacobins is another good example of the direct link between
paratextual declaration and critics addressing the issue of rewriting. In the preface to
the 1963 edition, James signals one important addition to the original 1938 text: an
appendix with a title which itself clearly alludes to events following 1938, 'From
Toussaint Louverture to Fidel Castro'.76 Critical attention to Black Jacobins has
therefore focused on the significance of new perspectives offered by this later
appendix.77 But what was completely ignored by James scholarship until David
Scott's recent study, Conscripts of Modernity, is that a number of very important
additions were also made to the body of the text itself in the 1963 edition. In
particular, Scott has identified another set of additions — the seven paragraphs of
fresh interpolations at the beginning of chapter thirteen ofBlack Jacobins (1963) —
and has analyzed their significance. As these additions, unlike the appendix, are not
clearly announced anywhere in the paratext of Black Jacobins, they have been
overlooked while critical attention focused on the implications of the later appendix.
As will be seen in chapter two of the thesis, critics have similarly given some
attention to Franketienne's rewriting, where it is announced paratextually, as in Les
Affres (1978) and Mur a crever (1995). Where there is no paratextual declaration —
75 See Publisher's blurb from back cover of Ancestors. Kamau Brathwaite, Ancestors: A Reinvention
ofMother Poem. Sun Poem, and X/Self (New York: New Directions, 2001). See also ibid., p. iv.
76
James, 'Preface to the Vintage edition', Black Jacobins (2nd ed.), p. vii.
77 Several footnotes in the 1963 edition have also clearly been added and have, as a consequence, been
commented on by critics of Black Jacobins.
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as is the case most notably for the 1995 version of Ultravocal — the rewriting has
not been noted at all.
Having explored the reasons for the lack of recognition among critics of the
widespread importance of the phenomenon of autographic rewriting in Caribbean
literature, I now want to consider how other Caribbean writers rewrite their own
works, comparing and contrasting their rewriting practice with that of Franketienne.
Unlike Franketienne, many Caribbean writers rewrite by profoundly altering the
content of their hypotexts by, for example, changing features of the original plot or
characterisation. This is the case in Gerard Etienne's particular use of this practice.
Etienne adds new characters and twists to the storyline, as well as changing several
of the characters' names in Au bord de la falaise (2004), a rewriting of his 1983 text
Une Femme muette. In his recent spate of rewritings, Dany Laferriere has tended to
add scenes (the framing bathtub scenes in the 2002 rewriting of his 1993 text Cette
Grenade dans la main du jeune negre est-elle une arme ou un fruit?)', to alter the
narrative perspective by presenting a different character's viewpoint (through the
addition in the rewritten version of Le Gout des jeunes files of the diary of a young
girl who previously had a more background role); and to modify the central focus or
even the setting (the focus moves from the short stories of La Chair du maitre to
centre more squarely on the tale of three North American sex tourists to Haiti in the
rewriting with a new title, Vers le sud).7S Laferriere has also rewritten his work for a
different audience, for example, he has rewritten L 'Odeur du cafe for children under
the new title Je suis fou de Vava. Also unlike Franketienne, certain Caribbean
writers have rewritten their own work by deleting some of the original text. This is
most notably the case with Edouard Glissant's play Monsieur Toussaint where the
main changes have been made between the 1961 'version integrate' and the 1986
'version scenique', where the unwieldy initial play is cut down to a relatively
78 In his unpublished paper (March 2003) 'Dany Rewrites Laferriere: Cette Grenade...', Carrol Coates
notes that the most significant additions made to Cette Grenade in its rewritten version are the bathtub
scenes and the references to Walt Whitman.
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stageable size.79 Laferriere also makes deletions, as well as additions. Thus, each
Caribbean writer has his own style of rewriting, the characteristics of which
frequently have very little in common with Franketienne's practice of rewriting.
The overall effects of the changes made also tend to vary in accordance with the
context in which a particular text is rewritten. This point is best illustrated by the
changes made to the different versions ofAime Cesaire's Cahier d'un retour aupays
natal and C.L.R. James's Black Jacobins. Both published at around the same time
(1938-9), the subsequent changes take place in 1947(a), 1947(b), and 1956 for
Cesaire's Cahier and in 1963 for James' Black Jacobins. Critics David Scott and A.
James Arnold have studied the subsequent changes made in the later versions of
James and Cesaire respectively. Both have arrived separately at the conclusion that
these changes reframe the texts by adding a more postcolonial dimension. The 1947
and 1956 versions of Cesaire's Cahier are written just before, and the 1963 version
of James's Black Jacobins is written during the period of widespread decolonization
in Africa and the Caribbean. But here once again, we see the specificity of each
rewriting; the postcolonial approaches are different in each case. In Cesaire, the
additions challenge colonialism more directly by attacking it with derision.80 James,
who is writing from a later perspective still, shifts the focus from the 1938 version's
'longing for anticolonial revolution' and for a better future to the revised standpoint
in the 1963 version, according to Scott.81 Scott's analysis leads him to argue that the
additions of the later version deal with the predicaments of the postcolonial present
79 As Charles Forsdick puts it: 'The initial version of the drama was written in 1959 and published in
1961. It was not performed as radio play (on France-Culture) until 1971 [...]. The unwieldy,
complex script was redrafted as a shorter version scenique for the Parisian stage in 1977 and published
in 1986'. This 'version scenique' was then reprinted by the same publisher (Seuil) in 1998 to
coincide with French celebrations of the abolition of slavery in 1848.' See Charles Forsdick, 'Line
Vision prophetique du passe". Edouard Glissant's Refiguring of Toussaint Louverture', International
Journal ofFrancophone Studies, 2.1(1999), 28—35 (p. 29).
80 Arnold, Modernism and Negritude, pp. 145, 166. Another prominent change is the increasing
'surrealization' of his work. See Arnold, Modernism and Negritude, passim; Angela Chambers,
'Critical Approaches to the Literatures of Decolonization: Aime Cesaire's Cahier d'un retour au pays
natal', in An Introduction to Francophone Caribbean Writing, ed. by Sam Haigh (Oxford: Berg,
1999), pp. 35-50 (p. 48).
81
Scott, Conscripts ofModernity, p. 92.
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and future, in a way which is 'drained of the fervor of the anticolonial revolution and
the certainties of the first decades of nation-state sovereignty'.82 In other words, the
timing of a later version can affect the type of changes made in the rewriting. As we
shall see with Franketienne's rewriting in chapter three below, the additions he
makes frequently reflect significant events and changes which have taken place since
the moment of publication of one version, and the later moment of writing and
publication of a subsequent version.83
All of the rewritings mentioned in this section are linked by one common factor: they
have been prompted by a new opportunity to publish the text in question.
Frequently, new opportunities for the publication of new works and an author's back
catalogue arise, especially as the author in question becomes better known on the
international literary scene. It is also fairly common for Caribbean writers to rewrite
themselves by revising papers delivered orally for publication with other written
work. This latter practice of rewriting is signalled most clearly at the end of some of
Glissant's theoretical texts, such as Le Discours antillais and Introduction a une
poetique du divers, where an indication is given of the occasion and location of their
first 'performances'. There is a similar indication at the end of Glissant's essay on
'Le Chaos-monde, l'oral et l'ecrif, which is followed by this footnote: 'Ce texte est
ne d'un entretien entre Edouard Glissant et Ralph Ludwig: une resultante de l'oral
ecrit.'84 Fresh publications, then, often give these writers the option of revising an
earlier text or a piece ofwork delivered in a different format.
'Market forces' also have a significant bearing on a Caribbean writer's decision to




For example, a number of important additions made in the 1996-7 rewriting Les Metamorphoses of
his 1993 text L'Oiseau schizophone refer to the 1994 United States-led intervention in Haiti, and to
the many embargoes and blockades which have taken place since 1993 and as Franketienne is
rewriting.
84 Edouard Glissant, 'Le Chaos-monde, l'oral et l'ecrit', in Ecrire la 'parole de la nuit': la nouvelle
litterature antillaise, ed. by Ralph Ludwig (Paris: Gallimard, 1994), pp. 111-29 (p. 129).
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have been drawn out most clearly by Bruce King in his biography of Walcott. King
notes that at times of financial hardship throughout Walcotf s literary career, from his
first poems until even after his Nobel Prize win, Walcott would actively seek to
republish his poems in new collections with a variety of publishers in order to make
ends meet. King's observations on the matter can be extrapolated to the rewriting
practices of other Caribbean authors, perhaps most notably Dany Laferriere. In his
2001 Je suis fatigue, Laferriere announced that because he was tired he was giving
up writing. Since then, however, Laferriere has procured new and lucrative
publishing contracts with large, important publishing houses in France and Quebec
(Grasset and Boreal). As Laferriere puts it in a recent interview: 'Oui, j'ai certes dit
que je ne voulais plus ecrire, mais je n'ai jamais dit que je ne voulais plus publier!'85
He has therefore decided to write no new books, and his project since 2001 has been
to rewrite his extant ten novels. There is a clear financial dimension to this rewriting
project with new publishers, which Laferriere himself has freely declared. Thus,
some Caribbean rewriting has taken place because the writer has actively sought
republication.
Nevertheless, whether the decision to republish is prompted by financial
considerations or not, all the Caribbean rewriters mentioned in this section have also
made an important creative choice: to revise a particular text for republication, rather
than simply republishing the text as it is in the most recent edition.86 For example,
Walcott is constantly reworking, amending and adjusting his work, and is, as King
notes, very meticulous about what is finally published, the order of the poems, and
the covers of the books.87 As for Laferriere, he sees rewriting as a complex operation
which he has undertaken in a variety of forms. He uses it to go into his ten novels in
more depth, and to see if he can improve them from a later perspective: 'Je retourne
85 'Dix questions a Dany Laferriere: 'Nous ne pouvons plus nous contenter de raconter des histoires'
http://www.congopage.com/article.php3?id_article=3714 [accessed 6 August 2006).
86 Of course, at times, many of these Caribbean rewriters do also opt for republication without any
revisions.
87
King, Derek Walcott, passim.
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sur mes traces pour mieux ecrire, et reecrire, et peut-etre meme, dans vingt ans,
reecrire ceux qui ont deja ete reecrits [...]. Tout nous pousse a progresser, et moi je
ne veux pas progresser [...]. Ce qui est important pour moi, c'est la configuration
d'une oeuvre. Ce quej'ai voulu dire dans un livre, je me demande si je peux mieux
le dire. C'est 9a qui m'importe.'88 The decision to rewrite, then, whatever the other
motivations, is always informed by a significant aesthetic choice.
This aesthetic motivating force is extremely clear in Franketienne, and his practice of
rewriting can most usefully be compared with the work of other Caribbean writers
who emphasize most strongly the aesthetic principles governing their rewritings, and
the elaboration of their oeuvre more generally.
Of all these Caribbean rewriters, Franketienne's recent work most resembles that of
the Barbadian poet Kamau Brathwaite. Both Brathwaite and Franketienne have
made radical challenges to assumptions about genre divisions, creating pangeneric
works, and both have tried to outwit the confines of the book. In particular, they do
this in their recent work by drawing on the resources of visual arts in different ways:
Brathwaite's 'video' poems use computer graphics, while Franketienne includes his
own Indian ink drawings, as well as headlines of different font sizes and types drawn
from a variety of texts.89 Both have proposed an aesthetic through their work— the
Spiral in Franketienne, and jazz in Brathwaite.90
Like Franketienne's Spiral, Brathwaite's jazz aesthetic can be linked to his method of
rewriting, where Brathwaite puts into practice the principles of jazz which appeal to
88 As Laferriere suggests here, rewriting also enables a writer to reshape his work at the end of his
writing career, and this is the case in many of the Caribbean rewriters mentioned in this section,
including Franketienne.
89 On Brathwaite's 'video' style, see Savory, 'Returning to Sycorax/Prospero's Response'. Unlike
Brathwaite, Franketienne always writes by hand, but is very enthusiastic about the possibilities of the
computer age and oversees the mise en page of his work.
90
On Brathwaite's jazz aesthetic, see Louis James, 'Brathwaite and Jazz', in The Art of Kamau
Brathwaite (see Brown, above), pp. 62-1A.
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him the most — its continued creativity and the improvisation operating both
individually and within the ensemble of his oeuvre.9' Also like Franketienne,
Brathwaite frequently makes changes to the visual lay-out of his work as he rewrites,
for example by reworking his earlier poems through the optics of computer graphics,
his 'video' style. This amplification of visual patterns adds to the rhythm,
dissonance and repetition running throughout his work, in a manner which has clear
correlations with the style ofjazz.92
There are also very striking parallels with the Spiral-like motion which Franketienne
enacts by rewriting his own work. In interviews, Brathwaite has repeatedly
described his method of rewriting as an attempt to work on splices between his
works, making them interweave with one another: '[...] the metaphors and images
interlock and interweave and interpenetrate each other, so that increasingly you have
a seamless — in fact, it's a seamless kind of poetry, increasing without punctuation
where images inform, flow and influence each other.'93 Elsewhere, he also sees this
increasing overlaying and interleaving of his work as having a cyclical shape with
motion, in other words, the movement of a spiral.94 Lastly, Brathwaite has also
alluded to the 'openness' which the constant 'juggling' of his works performs: '[...]
the three isn't closed. In fact, the nine poems which I imagine myself to write — 1
can see them being juggled [...]. So that until the nine poems are completed. I don't
think the form of them will be completed either.'95 As Brathwaite describes here,
rewriting, this act of'juggling' his works is thus central not only to the poems he has
already written, but also to the poems he intends to write in the future, and so this
'juggling' characterizes his writing style overall.
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Ibid., pp. 63, 65.
92 Ibid., p. 67. Jazz also becomes an increasingly important inspiration for Franketienne, as the very
titles of one of his recent texts suggests. See Franketienne, Rapja::: journal d un paria (Port-au-
Prince, Spirale, 1999).
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It is in a similar aesthetic sense that recycling, repetition, reworking, and
accumulation characterize the writings of Edouard Glissant and Patrick Chamoiseau.
However, with the exception of the former's Monsieur Toussaint, Glissant and
Chamoiseau do not rewrite entire texts, nor do they produce different versions of
them. They have, however, rewritten themselves on a smaller scale. For example,
Glissant has revised some of the essays ofLe Discours antillais, and Lorna Milne has
recently analyzed ways in which Chamoiseau recycles little bits of his texts with
some very important changes in the later versions.96
There is a common dynamic between Franketienne's aim to keep his texts in a
Spiral-like perpetually mobile state by rewriting them, allowing no one version of
any of them to become the definitive one, and the attention which Glissant and
Chamoiseau draw to the intentional open-endedness and interconnectedness of their
works. Their writing most resembles Franketienne's practice of rewriting where it
enacts through its very form the open-ended circulation, ongoing processes,
interweaving, dynamic structure, kaleidoscopic rhizomatic proliferations, non-
linearity, and flux, which are privileged by the main notions underpinning their work,
such as relation, mise-en-relation, chaos-monde, pierre-monde, creolisation,
diversalite, and the piis and replis?1 These writing processes not only structure the
individual works, but also the relational connections arching over the works. This
open and mobile structure linking the works is most apparent in Glissant and
Chamoiseau's constant recycling of segments of text between works, their use of
repeated key words and concepts, and recurring characters or character types.98
96 Milne, Patrick Chamoiseau, pp. 148 (note 11), 176-78; Gallagher, Soundings in French Caribbean
Literature, p. 133.
97 As Milne observes, Chamoiseau does not merely adopt Glissant's concepts, he also frequently
adapts them for his own use. Even the names Chamoiseau chooses for these concepts indicate that
they are similar but different to those of Glissant, for example, Glissant's tout-monde becomes
totalite-monde in Chamoiseau; relation becomes mise-en-relation in Chamoiseau, and the notion of
chaos-monde becomes pierre-monde. See Milne, Patrick Chamoiseau, pp. 92-95.
98 See Gallagher, Soundings in French Caribbean Literature, p. 133. Within the Francophone
Caribbean context, other writers employ similarly recurring wandering characters and character types,
such as Papa Langoue, Marie Celat, Raphael Targin and Mathieu Beluse in Glissant; driveurs,
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In the same self-reflexive manner as many of the additions Franketienne makes when
rewriting, Glissant and Chamoiseau often meditate in their theory and fiction on the
processes of their writing, drawing attention to the constant repetition and reworking
that shapes their writing aesthetic. For example, Glissant declares in Poetique de la
relation (1990) that 'le present ouvrage est l'echo recompose, ou la redite en spirale'
of two of his earlier works: L 'Intention poetique (1962) and Le Discours antillais
(1981), explicitly seeing the interrelation of his works as having the same form as the
Spiral-like shape of Franketienne's rewriting." Milne has demonstrated that
Chamoiseau moves in his later works, such as L 'Esclave vieil homme et le molosse,
Ecrire en pays domine, Emerveilles, and particularly Biblique des derniers gestes
towards a new 'parti-pris esthetique' with a less anxious vision of the writer.100 For
example, in Emerveilles, we find the following meditation on the writer: 'L'ecrivain
[...] n'est plus enferme dans I'absolu [...]. II est projete dans le flux ouvert des
langues et des possibles [...] Le roman d'aujourd'hui pourra etre le roman-monde ou
l'esthetique du chaos [...] de 1'inachevement, de la polyphonie [...] se joignent a
l'Emerveille pour tenter d'approcher de la saveur du monde donne en son total.'101
Milne sees here the emergence of 'un ecrivain aux prises avec une nouvelle
esthetique', who eclipses the figure of the conteur, the 'marqueur de paroles' who
tentatively transposes the spoken word.102 Chamoiseau's focus in the quotation
above on open flux, chaos, open-endedness and polyphony calls attention to the same
aesthetic principles as do the added references to the Spiral in Franketienne's
rewriting. In one of the additions made by Chamoiseau in a short piece of recycled
text from Martinique in Ecrire en pays domine, as Milne's analysis brings out, he
refers to 'Un desordre de feuilles jamais identiques' in order to evoke the variation
djobeurs and marqueurs de paroles in Chamoiseau and Confiant, and Saintmilia in fellow Spiralist
Fignole's work.
99 Edouard Glissant, Poetique de la relation (Paris: Gallimard, 1990), p. 28.
100 Milne, Patrick Chamoiseau, p. 204.
101 Patrick Chamoiseau, Emerveilles (Paris: Gallimard Jeunesse, 1998), p. 126. Quoted in Milne,
Patrick Chamoiseau, p. 198.
102
Milne, Patrick Chamoiseau, p. 198.
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and constant movement which are so important for his writing aesthetic, as they are
for Franketienne's Spiral-like aesthetic of rewriting.103 Thus, the contextual links
between Franketienne's practice of rewriting and the work of Glissant and
Chamoiseau are most explicit in the structure of their writing, and in the aesthetic
approach they outline, where the constant movement enacted or alluded to also
resembles the figure of the Spiral.
There are, however, some differences between the ways in which Franketienne,
Glissant and Chamoiseau apply these notions of constant repetition and reworking.
Both Glissant and Chamoiseau have declared that they were inspired to write in this
non-linear way by what Glissant terms 'la valeur de ressassement, de la redondance
dans 1'oral ite'.104 Frequent repetition, then, is a technique of orality, which is one of
the dynamics of their writing.105 Franketienne's writing and rewriting are shaped in
a similar open, non-linear, repetitive way, and this, along with his pervasive use of a
multitude of Creole words and expressions and popular cultural references to
zombification, Vodou and cannibalism, could also be seen as the influence of orality.
Nevertheless, unlike Glissant and Chamoiseau, Franketienne never refers to orality in
his work, nor does he celebrate oral culture. Like so many of Franketienne's
aesthetic principles, this seems to be related to the Flaitian context of the Duvalierian
dictatorship. Franketienne himself has suggested that his refusal to celebrate orality
is a rejection of the dictatorship's appropriation and 'folklorization' of the oral story¬
telling figure the 'Griot', after whom Francois Duvalier's literary and scientific
103 The significance of this added allusion is signalled by Milne. Milne, Patrick Chamoiseau, p. 178,
note 49.
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Glissant, 'Le Chaos-monde, l'oral et I'ecrit', p. 117. These qualities of orality are also the ones
which inspire Brathwaite's use of language the most. See J. Edward Chamberlin, 'The Language of
Kamau Brathwaite', in The Art ofKamau Brathwaite (see Brown, above), pp. 32-51.
105
They do not set up a binary opposition, a 'clivage' between writing and orality, as Ralph Ludwig
suggests in the introduction to Ecrire ta parole de la nuit. Rather, as Gallagher observes, Glissant
links the orality and writing dynamic with recomposition. As she points out, the French verb
'recomposer' has 'composer avec' as one of its senses, that is 'to compromise'. Ralph Ludwig,
'Introduction', in Ecrire la 'parole de nuit', pp. 13-25 (p. 14). Gallagher, Soundings in French
Caribbean Literature, pp. 112-13.
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movement Les Griots was named.106 He also links this refusal with the very high
illiteracy rate in Haiti, which some estimates put as high as 80%. This has led him to
see reading and writing as an urgent necessity for all Haitians, and not as an activity
which should be approached hesitantly or feared as a betrayal of the 'parole' it
transposes to written form.107
Glissant and Chamoiseau's focus on recycling, reworking, and repetition therefore
overlaps most with Franketienne's Spiral-like rewriting where it foregrounds writing
itself. In the case of Chamoiseau, as Milne has argued, it is particularly in his later
work that the figure of the writer and a new specifically 'writerly' aesthetic emerges
in his most livresque work.108 In this most specifically writerly sense, then, of an
open, mobile and constantly changing aesthetic of reworking and repetition, Glissant
and Chamoiseau's writing will offer valuable counterpoints with which to compare
Franketienne's practice of rewriting his own texts.
In conclusion to this section, there are many different types of rewriting in Caribbean
literature, and among these, most cases of rewriting tend to reinforce the specific
autonomy of one particular writer's work, highlighting the elements which make it
distinct, as well as its key concepts. There are parallels between Franketienne's
rewriting and that of the other Caribbean writers referred to in this section, but in
106
Douglas, Unpublished Interview with Franketienne. For more on Les Griots, see Rene Depestre,
Bonjour et adieu a la negritude (Paris: Laffont, 1980), pp. 134—35. See also the extracts from Les
Griots: La Revue scientifique et litteraire, in Duval ier, Oeuvres essentielles.
107 Often Glissant and Chamoiseau posit their concepts as a way of constructing an Antillean identity.
Their focus on openness and constant flux is not so relevant to Franketienne's aesthetic vision where
it relates to identity. There is a similar reason for this. It is a reaction against the cynical
appropriation by the Duvaliers of past literary movements' conceptions of a Haitian identity, as
formulated by Jean Price-Mars and Jacques Roumain in particular. On this appropriation, see
Depestre, Bonjour et adieu a la negritude, pp. 43, 134-36, 144—45. See also the extracts from Les
Griots: La Revue scientifique et litteraire to do with Roumain and Price-Mars in Duvalier, Oeuvres
essentielles.
108 Milne has noted that the title of one of Chamoiseau's most recent works — Biblique des derniers
gestes— coins the neologism Biblique from the ancient Greek stem "biblion' meaning book. She also
notes the obvious resonances of 'Bible' in this neologism, and sees a link between the collection of
different texts in the Bible and in Chamoiseau's Biblique. See Milne, Patrick Chamoiseau, p. 184;
Patrick Chamoiseau, Biblique des derniers gestes (Paris: Gallimard, 2002).
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each case there are also significant differences. This is why, for the purposes of this
thesis, 1 have chosen to focus specifically on Franketienne's rewriting. By focusing
more specifically on rewriting in Franketienne, however, I have chosen to uncover its
importance to Franketienne's oeuvre as a whole because it has been largely
overlooked until now.109
Critical Framework
There is a growing body of critical work on Franketienne, which informs the thesis
throughout. The first major landmark in Franketienne criticism came in 1987 when
an important volume on Franketienne was edited by Jean Jonassaint."0
Franketienne, ecrivain haitien consists of articles which deal primarily with
Franketienne's 1975 Creole text Dezafi, its 1978 French version Les Ajfres d'un deft,
and his Creole plays from the 1980s. In more recent years, there have been some
extremely perceptive studies on Mur a crever and Ultravocal, as well as on Dezafi
and Les Affres. This cluster of studies by Rafael Lucas, Jean Jonassaint, Kaiama
Glover, Philippe Bernard, and Anne Douaire forms the core critical framework for
the thesis.111
Unlike Glover and Bernard, I focus specifically on Franketienne and give little
attention to his fellow writers from the Spiralist literary movement he founded in
Haiti in the mid-1960s — Rene Philoctete and Jean-Claude Fignole. There are
several reasons for my decision to concentrate solely on Franketienne. First, even
those studies which set out to deal with spiralisme as a whole usually devote far
109 See p. 4, note 1.
110 Franketienne, ecrivain haitien, ed. by Jean Jonassaint, Derives, 53-54 (1987).
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Lueas, 'Franketienne, l'ecriture de la possession et la modernite Creole'; Lucas, 'l'Energie
linguistique dans l'oeuvre de Franketienne'; Jean Jonassaint, 'Beyond Painting or Writing:
Franketienne's Poetic Quest', Research in African Literatures 35.2 (2004), 141-56; Jean Jonassaint,
'D'un exemplaire createur souterrain: un entretien avec Franketiene', in Ecrire en pays assiege, pp.
257-83; Philippe Bernard, Reve et litterature romanesque en Haiti: de Jacques Roumain au
mouvement spiralisle', Douaire, 'La Fascination du mal'; Glover, 'Physical Internment and Creative
Freedom'; Glover, 'Spiralisme and Antillanite'.
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more space to Franketienne anyway, as he was the principal founder and central
figure of the movement, and from the outset the key notion of the Spiral has been
most fully elaborated in his literary texts and his pronouncements in interviews.
Second, most of the broader critical work on spiralisme tends to deal only with
Franketienne's work up to the period of the early-1980s, when there is the greatest
degree of overlap between Franketienne's work and that of Fignole and Philoctete.
After that, in the 1980s, Philoctete dies and Fignole drifts away from spiralisme.
This means that Franketienne is the only Spiralist who continues to champion the
Spiral aesthetic in all his work right up to the present day.112 As the period of
Franketienne's most intensive rewriting is a much later one, from the mid-1990s to
the present, this is precisely when Fignole's writing has already diverged from that of
Franketienne. Finally, the third reason for not focusing on either Philoctete or
Fignole in this thesis is that neither of these Spiralists rewrite their own work.113
Rewriting in Franketienne has been overlooked by most critics, and those who do
allude to it, such as Philippe Bernard and Rodney Saint-Eloi, tend to do so only in
peripheral footnotes, or in brief tangents of only a few lines in length. Where the
rewriting is registered, there is no analysis of what has been altered or of the effects
created by these changes. Of all Franketienne scholars, Jean Jonassaint has gone
furthest in detecting the important dynamic of reworking and repetition, which he
demonstrates is central not just to Franketienne's literary ventures, but to his entire
artistic oeuvre. In particular, Jonassaint has pointed to the importance of
serialization, multiples, and copy-art, which are conspicuous in Franketienne's visual
art, and notes that Franketienne often returns to his paintings after varying periods of
112
Increasingly, Franketienne has referred to the 'Spiral', and not to Spiralism, in order to avoid the
suffix '-ism', which he finds restricting. 1 follow him by referring mostly to the 'Spiral', but I do refer
to 'Spiralism' when discussing the literary movement he set up in the mid-1960s with Fignole and
Philoctete. I also use the term 'Spiralist' because it is an enabling adjective, which allows me to
designate most clearly Franketienne's many aesthetic practices which are related to the Spiral.
113
They do, however, use recurring characters and events from one text to the next, as well as the
same quintessential Spiralist form of segments of text with spiralling subject-matter. This is
particularly the case in Jean-Claude Fignole, Les Possed.es de la pleine lune (Paris: Seuil, 1987); Jean-
Claude Fignole, Aube tranquille (Paris: Seuil, 1990).
time to add new details to them.114 Jonassaint identifies several fundamental
principles governing Franketienne's visual art, which will be of great use to this
thesis, as many of them can be extended to apply to Franketienne's literary texts as
well, most notably revival/transformation, multiplication, and experimentation.
Indeed, Jonassaint himself gives a short indication of changes to typography and
visual presentation as ways in which the principle applies to Franketienne's rewriting
of Dezafi (1975) in Les Affres (1978) and Dezafi (2002), and L'Oiseau schizophone
(1993) in Les Metamorphoses (1996-7).115 Jonassaint's study of issues related to
rewriting in Franketienne will therefore be a key point of reference for this thesis, in
which I shall extend the principle of transformation to show that there are also many
other aspects of Franketienne's texts which are transformed by his rewriting.
Jonassaint has also drawn out an important dynamic in Franketienne's rewriting,
which this thesis will extrapolate and apply to Franketienne's rewriting. This is the
fundamental need Franketienne expresses in an interview with Jonassaint to 'recycle'
himself by changing medium or direction after the publication of a major work."6 In
the course of my discussions with Jonassaint at Duke University in April 2003,
Jonassaint further developed Franketienne's revelations about recycling himself to
conceive of Franketienne's entire artistic ceuvre as a series of large, experimental
leaps forwards followed by small steps backwards in terms of innovation. He sees
Franketienne's oeuvre as being shaped according to the following pattern:
Franketienne has rewritten himself to such a large extent that all his writing also
tends to become rewriting, and this basic pattern identified by Jonassaint is a very
valuable conceptual tool for exploring Franketienne's rewriting specifically.




Jonassaint, 'D'un exemplaire createur souterrain', pp. 271-72.
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I would argue that this 'two steps forward, one step back' dialectic is particularly
useful for apprehending the ways in which Franketienne's most major rewriting to
date, Les Metamorphoses, transforms its hypotext L 'Oiseau schizophone. L 'Oiseau
schizophone in 1993 represents Franketienne's first real incursion into the realm of
combining his writing and visual art in his texts themselves: this text is an A4 poster-
sized text, containing drawings by Franketienne in Indian ink, as well as a variety of
headlines of different fonts and sizes drawn from a variety of sources. In Les
Metamorphoses, on the other hand, he goes back to the format of all his texts prior to
1993 — smaller, more conventionally sized books with no visual images or font in
different sizes, where the only graphic details are the use of various font types
(normal, bold, italic) for different segments of text."7 Thus, Franketienne moves
back from the visually innovative L 'Oiseau schizophone to the more conventional
format of Les Metamorphoses, before he then moves even further forwards again in
his subsequent texts H'eros-chimeres and Miraculeuse, where text and image
interpenetrate more forcefully, and the Indian-ink drawings are supplemented by an
array of new visual experiments, including copies of reworked photographs and
paintings over which Franketienne has drawn.118
As yet, hardly any of the critics mentioned in this section have tackled L 'Oiseau
schizophone or Les Metamorphoses.'19 Where critics do refer to these particular
texts, they tend to make only very brief allusions to them, or to quote a couple of
lines to illustrate a broader point about Franketienne's work as a whole.120 As for the
117 In Ultravocal (1972) and Dezafi (1975), there are some small graphic details, but not on anywhere
the same scale as in the later L 'Oiseau schizophone.
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Franketienne, H'eros-chimeres (Port-au-Prince: Spirale, 2002); Franketienne, Miraculeuse (Port-
au-Prince: Spirale, 2003). This is also the opinion of Jonassaint, which he expresses in 'Beyond
Painting or Writing', pp. 151-53.
'19 The one notable exception is Jean Jonassaint who briefly outlines some of the most apparent visual
transformations between L 'Oiseau schizophone and Les Metamorphoses. Jonassaint, 'Beyond
Painting or Writing', p. 150.
120
For example, Rafael Lucas quotes from L'Oiseau schizophone in two of his articles. Lucas,
'Franketienne, l'ecriture de la possession et la modernite Creole', pp. 40, 49-51; Lucas, 'L'Energie
linguistique dans l'oeuvre de Franketienne' (paras 22-27 of 31).
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critical studies focusing largely on Miir a crever, Ultravocal, Dezafi and Les AJfres
d'un defi, many of them uncover thematic and aesthetic dimensions to
Franketienne's work which, 1 argue, take on even greater significance when
considered in the context of Franketienne's rewriting. My study slots into current
Franketienne scholarship by showing that the tendencies in Franketienne's writing
which have received most critical attention, namely the themes and aesthetic
principles of zombification, deciphering, degradation, linguistic energy, and the
Spiral are precisely the thematic and aesthetic features which are amplified most
strikingly in Franketienne's rewriting.
Due to the fact that most critics have not drawn out the implications of rewriting, or
even recognized it at all, there have been some oversights in Franketienne
scholarship. This is particularly the case where critics are writing about
Franketienne's first texts Mur a crever, Ultravocal, Dezafi, and Les Affres from the
1960s and 70s, but are referring (knowingly or otherwise) to the latest revised
editions of these texts, which are now easier to procure. On occasion, this has led
critics to assume, often quite wrongly, that the politically significant elements they
find in the versions of these texts from the 1990s — notably, clear evocations of
Duvalier pere and fils and their henchmen, the Tontons Macoutes — were also
already present in the first editions of these texts from the 1960s and 70s.
The present study tries to fill all three of these lacunae in Franketienne criticism to
date. First, it examines Franketienne's practice of rewriting his own texts, which has
been overlooked by so many Franketienne critics. In doing so, it emerges that many
of Franketienne's aesthetic ideas identified by critics — notably, deciphering and
linguistic energy — are actually key processes shaping Franketienne's practice of
rewriting itself, and his work in general. When rewriting, he operates through the
actions of clarification and hyperbolization in particular. 1 highlight these processes
and the effects they produce, and also address their overall significance. Second, a
54
large part of my focus (chapters three and four) will be on two of the texts which
have been most neglected by Franketienne criticism, L 'Oiseau schizophone and its
rewritten version Les Metamorphoses. It is necessary to examine these texts closely
here because L 'Oiseau schizophone represents a highly innovative turn in
Franketienne's oeuvre, the significance of which must be addressed in order to chart
the evolution in the author's literary creation from his very first texts to the latest
period of his work, in which there has been a spate of rewritings. But above all, it is
essential to pay attention to these two texts as Franketienne's rewriting of L 'Oiseau
schizophone in Les Metamorphoses constitutes Franketienne's most radical rewriting
to date. In this hypertext, Franketienne carries the thematic, and particularly the
aesthetic, dimensions of his rewriting to their furthest extreme. Through my study of
Les Metamorphoses, I have also detected a further theme and process — cannibalism
— which emerges prominently throughout the additions of that particular hypertext.
The theme of cannibalism and its process — cannibalization — complements the
themes and aesthetic principles detected by critics mostly in relation to
Franketienne's earlier work, such as deciphering and linguistic energy. Finally, this
thesis seeks to fill a third lacuna in current Franketienne scholarship by carefully
examining the additions he makes to his first texts from the 1960s and 70s in the later
versions from the 1990s onwards. In this way, certain political strands in these texts
can be dated more accurately to the correct stage of Franketienne's writing career.
Thesis Structure
The chapters in this thesis are organized chronologically according to the dates of
Franketienne's rewritings. This structure enables the evolution in Franketienne's
rewriting to emerge more prominently. Thus, chapter one deals with Franketienne's
rewriting of Dezafi in Les Affres d'un defi (1978), chapter two examines his
rewritings ofMur a crever and Ultravocal in 1995, and chapters three and four both
tackle the rewriting of L 'Oiseau schizophone in Les Metamorphoses in 1996-7. This
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basic chronological approach is an imperfect one, however, because Franketienne
rewrites Dezafi and its hypertext Les Affres in a new rewriting, Dezafi (2002), which
is, in effect, Franketienne's most recent rewriting, as it follows Les Metamorphoses
in 1996-7. Nevertheless, I have chosen to deal with the triad Dezafi (1975) - Les
Affres (1978) - Dezafi (2002) in chapter one because Les Affres constitutes the birth
of Franketienne's practice of rewriting, and so is a natural place to begin. One
advantage of dealing with Dezafi (2002) in the first chapter is that it enables us from
the outset to look both forwards and backwards simultaneously across Franketienne's
entire practice of rewriting.
My study begins by examining the birth of Franketienne's practice of rewriting with
Les Affres d'un defi in 1978. Critics have often referred to Les Affres as a French
'translation' of the Creole novel Dezafi. In the first part of this chapter, I consider to
what extent Les Affres can be thought of as a case of rewriting by examining the
abundance of additions in the French version and prominent paratextual clues which
point to its status as a rewriting. The second part of this chapter considers the
rewriting of both Dezafi (1975) and Les Affres (1978) in the 2002 version ofDezafi.
By focusing on three key passages from the three versions, I demonstrate that Dezafi
(2002) has been transformed along very similar lines as Les Affres. I argue that this
recent publication of Dezafi in 2002 has further highlighted that 'rewriting' is the
most appropriate term to describe the transformations in Les Affres and Dezafi (2002)
because here there is no element of interlinguistic transfer as there is in Les Affres
and yet a similar change of emphasis to that ofLes Affres is obvious.
Chapter two examines Franketienne's renewal of his very first texts, Mur a crever
(1968) and Ultravocal (1978) in his 1995 versions of these works. In the first
editions of these two texts, Franketienne presents the reader with the basic principles
of his newfound Spiralist aesthetic. Spiralism is announced most clearly, and at
greatest length, by a page of pre-text facing Mur a crever, and especially by means of
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a mise en abyme — a writer writing and a reader reading the same book we are
reading. By demonstrating in the first part of this chapter how the original frame of
the mise en abyme in the hypotext is developed in the hypertext, I examine ways in
which the numerous additions reflect and offer a fascinating insight into later
developments in Franketienne's notions of the Spiral and ecriture quantique.'21 A
further frame in Ultravocal is the focus of the second part of this chapter. This part of
the chapter on the frame of Ultravocal first examines the effect on the pre-text's
presentation of Spiralist reading and writing of the very few minor additions which
have been made. In the second part of this section, I explore how this pre-text which
introduces Ultravocal becomes a frame for Franketienne's rewriting of Ultravocal
and his practice of rewriting as a whole because he has followed these directions for
reading Spiralist works in his own rereading and rewriting of his texts. Finally in the
third section of this chapter, I consider how the themes of hyperbolization and
deciphering, which are brought out by the reinforcement of the frames in Miir a
crever and Ultravocal respectively, also take on far greater significance in both
hypertexts.
Chapter three sets out by exploring the representations of stock colonial and neo-
colonial characters as 'cannibals' in many of the additions Franketienne makes when
rewriting L'Oiseau schizophone (1993) in Les Metamorphoses (1996-7). It then
deals with Franketienne's more complex use of the same stereotype of cannibalism
in his depiction of Haitian leaders in post-independence Haiti. It is this same
accusation of cannibalism which we find is also levelled more blatantly against those
in power in Haiti since 1804. Finally, I examine how Franketienne debunks these
black post-colonial leaders even more hyperbolically in Les Metamorphoses than in
L 'Oiseau schizophone.
121
See my working definition of ecriture quantique on pp. 24-25.
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My study then progresses to examine the processes by which additions transform the
original text of L 'Oiseau schizophone to form Les Metamorphoses. Four such
processes — cannibalization, clarification, recapitulation, and hyperbolization —
are identified and studied in detail to show how Franketienne rewrites. Finally, I
consider how these accumulations of additions offer an interesting perspective on
Franketienne's notion of the Spiral and the ways in which the Spiral intersects with
his practice of rewriting his own texts. It is Spiralic repetition with progression which
is also emulated by Franketienne's practice of rewriting as a whole. By rewriting his
texts, Franketienne prevents any one version of them from becoming the definitive
one, and instead pursues the aim of keeping his texts in a perpetually open and
mobile state of being written so that they continue to emulate the eternal motion of
the Spiral.
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Dezafi (1975) - Les Affres d'un defi (1979) - Dezafi (2002)
Chapter 1
The Birth and Continuation of a Practice of Rewriting
In this chapter, I chart the main tendencies in Franketienne's transformations of his
Creole text Dezafi (1975) in its subsequent French and Creole versions, Les Affres
d'un defi (1979) and Dezafi (2002).' For brevity and for clarity's sake, I shall refer
to Dezafi (1975) as Dezafi [1], and to Dezafi (2002) as Dezafi [2], when referring to
both editions. The first part of the chapter examines some of the key changes made
throughout Les Affres, and seeks to address the fundamental question of whether Les
Affres can be seen as Franketienne's first rewriting, and as an autonomous creation.
To do this, I first examine the most conspicuous addition made anywhere in Les
Affres— the glossary at the end of the text. I then compare two important passages
from Dezafi [1] and Les Affres in order to indicate some of the ways in which
Franketienne amplifies the hypotext, and completely transforms its most visually
striking graphic detail. Finally, I extrapolate the dynamics which emerge through
close textual analysis on the microscopic level of the two passages to the changes
made throughout Les Affres as a whole. I conclude that Les Affres can be seen as a
rewriting of Dezafi [1] because the scope of the transformation is such that it goes
beyond the exigencies for interlinguistic and intercultural translation from Creole to
French.
1
Dezafi and Les Affres d'un defi are titles which are phonologically similar, but which have different
meanings. According to Franketienne, the term 'dezafi' comes from an old Spanish and Portuguese
word which meant 'challenge', but in rural Haiti the term is used to refer to a cockfight. Douglas,
Unpublished Interview with Franketienne. The French title Les Affres d'un defi does not convey the
cockfighting metaphor. The actual word 'dezafi" is employed several times in the body of Les Affres,
and is also defined in the glossary at the end of the French text.
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The second part of this chapter examines the way in which Dezafi [2] transforms
both Dezafi [1] and Les Affres. As it is written in the same language as Dezafi [1], it
is more clearly a rewriting — the changes made throughout cannot be explained as
necessary for interlinguistic and intercultural transposition, as is partly the case in
Les Affres. My study of the additions made throughout Dezafi [2] further strengthens
the case for considering Les Affres as the point at which Franketienne's practice of
rewriting his own texts is born. This is because very similar dynamics of
transformation to those in Les Affres are also found running throughout the additions
of Dezafi [2], including hyperbolization and changes to visual presentation and
thematic emphasis. Retrospectively, this suggests that the same tendencies at work
in Les Affres are not solely due to inherent differences between the French and
Creole languages. To examine the rewriting that has taken place in Dezafi [2], and to
compare its additions with those of Les Affres, I examine the ways in which the two
passages examined in the first part of the chapter are further transformed in Dezafi
[2], The very significant transformations of a third passage — the final pages of
Dezafi [1], Les Affres, and Dezafi [2] — will then be analyzed, in order to indicate a
shift in thematic emphasis between the hypotext and both of its hypertexts. Finally,
the chapter concludes by pointing to some of the main ways in which this much later
hypertext Dezafi (2002) — Franketienne's most recent rewriting — also reflects
certain developments in Franketienne's rewriting of his own texts since the birth of
that practice with Les Affres in 1979.
Of all Franketienne's texts, Dezafi has attracted most critical attention, while Les
Affres has also been widely commented on.2 With the exception of a couple of short
2 See Marie-Michele Amedee Volcy, 'Des proverbes ha'ftiens dans Decaff, Derives, 53-54 (1987),
115-24; Marie-Michele Amedee, 'Les Proverbes en Creole et dans le roman Dezaff. Etude
linguistique, sociologique et stylistique' (unpublished master's thesis, Universite de Montreal, 1980);
Pradel Pompilus, 'Registres de langue dans Les Affres d'un deff, Derives, 53-54 (1987), 111-14;
Maximilien Laroche, 'Dezafi apres Duvalier', Derives, 53-54 (1987), 97-109; Maximilien Laroche,
'Dezafi de Franketienne', Espace Creole, 2 (1977), 107-11; Maximilien Laroche, 'Du collage au
montage: Dezafi de Franketienne', in L'Image comme echo (Montreal: Nouvelle Optique, 1978), pp.
165-75; Hedi Bouraoui, 'Franketienne: Les Affres d'un deff, Derives, 22 (1980), 65-69; Hedi
Bouraoui. 'Ecriture-mitrailleuse et reveil des consciences dans Les Affres d'un defi de Franketienne',
60
studies of a comparative nature, the most common tendency in Franketienne
scholarship has been for the critic to study one or other of Dezafi or Les Affres, but
not both. Where critics, such as Raphael Faustin, Rafael Lucas and Maximilien
Laroche do refer to both Dezafi and Les Affres, they frequently use the titles
interchangeably, as if they were speaking about exactly the same text, or else they
refer to Les Affres as a French translation of Dezafi.3 This last tendency among
critics conflicts strongly with Franketienne's prominent statement in large bold
letters at the beginning of Les Affres: 'Issue de la matrice feconde et toute brulante de
"Dezafi", cette ceuvre ne doit pourtant pas etre abordee comme une traduction de ce
roman creole'. Continuing in smaller font, the next part of the statement declares:
'"Les affres d'un defi" represente une authentique creation dans l'aventure litteraire
de l'auteur, une nouvelle experience dans l'aventure litteraire de l'auteur, une
nouvelle experience dans son interminable quete a travers les vastes forets de la
poesie et de Fart.'4 This preface almost incites the critic to study both Dezafi and Les
Affres in a comparative manner.
By far the most systematic and useful comparisons of Dezafi and Les Affres have
been made in the studies of Raphael Confiant and Mae-Lyna Beaubrun, which
consider the extent to which Les Affres is a rewriting or an autotranslation ofDezafif
Conjonction, 147 (1980), 93-97; Max Dominique, 'Questionner Dezafi', Conjonction, 169 (1986),
27-38; Medard Lafontant, 'Pour une lecture de Dezafi, Conjonction, 140 (1978), 55-97; Joseph
Lamarre, 'Dezafi: le premier roman creole de la litterature hai'tienne', Presence francophone, 21
(1980), 137-54; Raphael Confiant, 'Kreyol pale, kreyol matje: analyse des significations attachees
aux aspects litteraires, linguistiques et socio-historiques de l'ecrit creolophone de 1750 a 1995 aux
petites Antilles, en Guyane et en Haiti' (unpublished doctoral thesis, Universite des Antilles et de la
Guyane, 1996-7); Mae-Lyna Beaubrun, 'Structure et stylistique de Dezafi et de Les Affres d'un defi
de Franketienne' (unpublished master's thesis, Carleton University, 2002); Mae-Lyna Beaubrun,
'Lecture critique comparee de Dezafi et de Les Affres d'un defi, <http://www.carleton.ca/califa/
lecture.htm> [accessed 7 October 2003]. See also Patrick Chamoiseau and Raphael Confiant, Lettres
Creoles: tracees antillaises et continentales de la litterature: Haiti, Guadeloupe, Martinique, Guyane,
1635-1975 (Paris: Hatier, 1991), pp. 173-82.
3 See Raphael Faustin, 'Plaidoyer pour un ecrivain: Franck Etienne: Les Affres d'un defi, Collectif
parole, 16 (1982), 45—47; Lucas, 'Franketienne, I'ecriture de la possession et la modernite Creole', p.
40; Laroche, 'Dezafi apres Duvalier', pp. 107-8.
4
Les Affres d'un defi, p. iv and back cover.
5 See Confiant, 'Kreyol pale, kreyol matje'; Beaubrun, 'Lecture critique comparee' (paras 6-7 of 17);
Beaubrun, 'Structure et stylistique'.
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Their studies will be particularly useful for the first part of the chapter on Dezafi —
Les Affres. My thinking has also been influenced by a seminar led by Jean
Jonassaint on Dezafi — Les Affres.6 In particular, Jonassaint's ideas about the
transformation in Les Affres of the most important graphic detail in Dezafi [1] — a
coffin with a cross inside it (see p. 7 of the appendix) — have had an impact on my
own readings of changes made to the visual presentation of this passage in Les
Affres .7 Several of the studies which focus on either Dezafi or Les Affres individually
also form an important part of my critical framework for this chapter. In these
studies, critics have observed important phenomena at work in either Dezafi or Les
Affres; most notably Rafael Lucas perceives the prominence of'le theme de la lutte'
in Dezafi, while almost all critics discuss at length the organizing theme of the
metaphor of zombification in either text. In this chapter, part of what I want to show
is that these crucial phenomena are amplified greatly from one text to the next of the
triad Dezafi [ 1 ] - Les Affres - Dezafi [2]. In particular, this chapter builds on Marie-
Michele Amedee Volcy's study of the use of Haitian proverbs in Franketienne.8 She
notes that he deploys them with an 'ecart': he uses the standard Creole proverb as a
'sous-texte', but deviates from it in an unexpected way by adding something new.9
She describes the accumulation of Haitian proverbs used with a difference as
operating in a manner which is 'analogue a la technique des collages'.10 As for the
'ecart' produced by the differences in each case, she describes how it leads to the
'transformation', 'renouvellement', and 'rajeunissement' of the Haitian proverb,
which is normally a fixed expression." According to Amedee Volcy, this
transformation and renewal involved in Franketienne's particular use of Haitian
6 The seminar took place at Duke University on 2 April 2003.
7 Some of these ideas mentioned by Jonassaint in the course of the seminar are also developed and
supplemented in one of his articles. See Jonassaint, 'Beyond Writing or Painting', pp. 143-45
8
See Amedee Volcy, 'Des proverbes hai'tiens dans Dezafi'-, Amedee, 'Les Proverbes en Creole et dans
le roman Dezafi.
9 Amedee Volcy, 'Des proverbes hai'tiens dans Dezafi, pp. 122-24; Amedee, 'Les Proverbes en Creole
et dans le roman Dezafi, pp. 117-19.
10 Amedee Volcy, 'Des proverbes hai'tiens dans Dezafi, p. 122; Amedee, 'Les Proverbes en Creole et
dans le roman Dezafi, p. 116.
" Amedee Volcy, 'Des proverbes hai'tiens dans Dezafi, pp. 121, 123; Amedee, 'Les Proverbes en
Creole et dans le roman Dezafi, p. 102.
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proverbs also entails 'un procede de thematisation'.12 This is precisely, I would
argue, how Franketienne operates when transforming Dezafi [1] in both Les Affres
and Dezafi [2], Using the text of Dezafi [1] as a 'sous-texte', he grafts many new
additions onto the original text, transforming it considerably in both cases.
As yet, Jonassaint is the only critic to have referred to Franketienne's rewriting of
Dezafi [1] in the 2002 edition Dezafi [2],13 He notes that Dezafi was revised,
corrected, and re-edited long after its first publication to form the text of the 2002
edition.14 Briefly indicating the most conspicuous differences between Dezafi [1]
and [2], Jonassaint remarks: '[...] the differences between the first and second
editions are striking, particularly concerning spelling and typography'.15 The
rewriting involved in Dezafi [2] may have been overlooked as a result of not being so
clearly announced as it is in Les Affres. There is a note written in tiny normal font,
which appears above the publication details of Dezafi [2]: 'Cet ouvrage a ete
compose selon les regies de la nouvelle graphie Creole haTtienne.' While this
systematic conversion to the new Haitian orthography is one of the most palpable
changes made between Dezafi [1] and Dezafi [2], 1 demonstrate in the second part of
this chapter that it has been subjected to similar transformational processes to those
at work throughout Les Affres}6
According to the conspicuous paratextual statement heading Les Affres, Dezafi [1]
and Les Affres are not the same text; instead, both emanate from 'la meme matrice
brulante'. As they are both from the same 'womb', the two texts could be described
as siblings or twins. Raphael Confiant and Patrick Chamoiseau have observed that:
'la gemellite joue un role capital' in Dezafi, and that the importance of doubles in
12 Amedee, 'Les Proverbes en Creole et dans le roman Dezafi', p. 111.
13





16 In the context of the shift from Dezafi [1] to Dezafi [2], the most obvious change is the absence of
acute accents in the second version.
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this novel 'est a mettre en rapport avec la tradition vaudoue des 'marasa' (ou
jumeaux) [...]. La problematique de la gemellite est d'ailleurs l'une des donnees
majeures d'une semiotique proprement haYtienne.'17 Confiant and Chamoiseau are
quite right to point out that the characters in Dezafi are paired, and that they can be
seen as sets of 'marasa'.18 But, as the declaration at the beginning of Les Affres
would suggest, this key notion of 'marasa', of doubling, can also be applied to
Franketienne's transformation ofDezafi in Les Affres. It is with Les Affres, I would
argue, that Franketienne begins his practice of creating 'twin' texts, born some years
apart. These twin texts are obviously closely related, but are transformed in a
manner which turns them into autonomous creations. Marasa is a term which
already features in Dezafi [1]; it is then also added more frequently throughout Les
Affres and Dezafi [2], Furthermore, in the glossary appended to Les Affres,
Franketienne defines the term in French: 'MARASSAS: Jumeaux. Dans le pantheon
vaudou, dieux gemeaux' (Les Affres, p. 235). These additions in the French version
draw the reader's attention to the significance of 'marasa' and doubling in
Franketienne.
The twin spirits of the Marasa are commonly thought to be immensely powerful and
often sinister.19 But these inseparable marassa twins are also one of the most
complex concepts of the Vodou religion because there are sometimes three of them.
As Florence Bellande-Robertson points out, this addition of a third element lends
greater complexity to the dynamics of the pair.20 For a simple set of twins, Haitians
speak of 'marasa deux', while a set of three is called 'marasa trois'. Marasa trois are
17 Chamoiseau and Confiant, Lettres Creoles, p. 177. Exactly the same text appears in Confiant's
subsequent thesis, where Confiant also studies Dezafi and Les Affres at greater length. See Confiant,
'Kreyol pale, kreyol matje', pp. 548-49.
18 Laroche also notes the centrality of the notion of twin or the 'dossa' to the configuration of the
characters in Dezafi. See Maximilien Laroche, Le Patriarche, le marron et la dossa (Sainte-Foy,
Quebec: GRELCA, 1988), pp. 155-235; Laroche,'Dezafi apres Duvalier', p. 100.
7
See Florence Bellande-Robertson, The Marassa Concept in Lilas Desquiron's Reflections ofLoko
Miwa' (Dubuque, Iowa: Kendall/Hunt, 1999), pp. 4—5. Alfred Metraux, Voodoo in Haiti, trans, by
Hugo Charteris (London: Andre Deutsch, 1959), p. 146.
20
Bellande-Robertson, The Marassa Concept, p. 4.
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always represented symbolically as a unit, and Bellande-Robertson describes how the
'dossou' or 'dossa' (the third child born after the set of twins) complements the pair,
because it is stronger than the twins in terms ofmagical powers.21 The importance of
twinning, noted by Chamoiseau and Confiant, therefore takes on new significance
when the relationships of transformation between Dezafi [ 1 ] - Les Affres - Dezafi [2]
are considered. Dezafi [2] can, 1 would argue, be seen as this third dosou element
which further increases the complexity of an already complicated pair, and prevents
any overly simplistic presumptions that the status of Les Affres is that of a
straightforward translation. In this chapter, I first examine the transformations
between the 'marasa deux' — Dezafi [1] and Les Affres — before moving on to
gauge the further changes introduced by the 'dosou' rewriting of the triad, Dezafi [2],
Transformations of Dezafi Ml in Les Affres d'un defi
To say that the relationship between Dezafi and Les Affres is not as identical as that
of an equivalent translation is not to deny that there exists a close relationship
between them. Rewriting and translation should not be seen as dichotomous
practices when comparing Les Affres with Dezafi [1], and interlinguistic and
intercultural translation of the Creole text is the most visible transposition at work
throughout Les Affres. Although I dwell below on the differences between them, Les
Affres has much in common with Dezafi: for example, they share the same
characters, storylines, and thematic clusters. The text of both Dezafi [ 1 ] and Les
Affres is arranged in similar segments of normal, bold, and italic font, and although
the font type sometimes varies in one or the other text, these segments are almost all
arranged in the same order throughout the texts. Franketienne often conveys a very
similar sense in the corresponding portions of the Creole and French texts. But I
agree in large part with Raphael Confiant and Mae-Lyna Beaubrun, who have
21 Bellande-Robertson, The Marassa Concept, p. 4; Metraux, Voodoo in Haiti, p. 147; Deren, The
Voodoo Gods (Frogmore, St Albans: Paladin, 1975), p. 46.
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compared Les Affres with Dezafi [1] most extensively, ultimately concluding that Les
Affres is more than a translation, as it adds new dimensions to the text, for which the
term 'translation' is hardly appropriate.22 In what follows, I do not seek to evaluate
Les Affres as a translation, but attempt to establish some of the principal ways in
which Franketienne clearly goes beyond translation in the additions he makes.
Although the concept of equivalence in translating is not so relevant, Franketienne's
transposition of Dezafi in Les Affres can be fruitfully considered in the context of
other liberating and creative translation practices, such as transcreation and
autotranslation, which are not characterized by this aim for equivalence. My ideas
on the notion of translation as rewriting in Dezafi [1] - Les Affres can be framed in
particular by radical concepts and practices of translation emerging from Latin
America, which conceive of translation as a creative process of transformation and
recreation.23 I am thinking in particular of Haroldo de Campos's poetics of
transcreation and his related designation of translations as 'reinventions', 'projects
of recreations', 'transluminations', 'transtextualisation', and 'poetic reorchestration'.
The recurrent prefixes 're-' and 'trans-' suggest the direction of transformation and
recreation in the translation process, and the creation of something completely new.24
Such liberating concepts as transcreation are, as Susan Bassnett and Harish Trivedi
put it, 'a far cry from the notion of faithfulness to an original, of the translator as
servant of the source text', and in this they share some of the characteristics of
Franketienne's extremely free translation.25
22 Confiant, "Kreyol pale, kreyol matje', pp. 648-55; Beaubrun, 'Structure et stylistique', passim.
23 On this, see Else Vieira, 'Liberating Calibans: Readings of Antropofagia and Haroldo de Campos'
Poetics of Transcreation', in Post-colonial Translation: Theory and Practice, edited by Susan
Bassnett and Harish Trivedi (London: Routledge, 1999), pp. 95-113. See also Susan Bassnett and
Harish Trivedi, 'Introduction: Of Colonies, Cannibals and Vernaculars' in Post-colonial Translation:
Theory andPractice (see Bassnett and Trivedi, above), pp. 1—18 (p. 5).
24 Else Vieira, 'Liberating Calibans', pp. 96-97.
25 Basnett and Trivedi, 'Introduction', p. 5.
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Autotranslation is another enabling, although little theorized, concept from
translation studies. It similarly conceives of translation in a more radical way, and
shuns such notions as the 'source' and 'target' texts. The term is used to refer to the
act of translating one's own writing. Little has been written on the subject of
autotranslation, but most material on it refers to Samuel Beckett.26 Harry Cockerham
and Brian Fitch suggest that in Beckett: 'We are faced [...] with the possibly unique
phenomenon of one who, throughout his career, has divided his efforts and his
interests between two languages.'27 But, as Raoul Granqvist has pointed out, 'the
multilingual and multicultural scene in postcolonial literature is the norm rather than
the exception'.28 Bilingual translation, he further notes, is therefore not uncommon
in postcolonial writers, such as the Kenyan novelist David Maillu and the Guyanan
poet David Dabydeen.29 In these writers, bilingual translation within the same text
features prominently, for example Dabydeen publishes English translations of his
Creole poems on the right-hand side, which can be read simultaneously alongside the
Creole.
In a more specifically Francophone Caribbean context, Raphael Confiant has
observed the preponderance and significance of auto-translation.30 Almost all of the
section of Confiant's doctoral thesis on 'La traduction et l'auto-traduction' deals with
Franketienne's transposition of Dezafi [1] in Les Affres, which he compares with his
own practice of autotranslation in the following footnote: 'R. Confiant, suivant la
26
See, for example, the definition of 'autotranslation' in Dictionary of Translation Studies, edited by
Mark Shuttleworth and Moira Cowie (Manchester: St Jerome Publishing, 1997), p. 13; see also
Genette, Palimpsestes, pp. 238 -43. On Samuel Beckett's practice of autotranslation, see Brian Fitch,
Beckett and Babel: An Investigation into the Status of the Bilingual Work (Toronto: University of
Toronto Press, 1988); the essays in Beckett Translating / Translating Beckett, ed. by Alan Friedman
and others (Pennsylvania: University of Pennsylvania Press); Hugh Kenner, 'Beckett Translating
Beckett: Comment c 'est\ Delos: A Journal ofTranslation, 5 (1970), 194-211.
27
Harry Cockerham, 'Bilingual Playwright', in Beckett the Space Changer, ed. by Katherine Worth
(London and Boston: Routledge & Kegan Paul, 1975), pp. 139-59 (p. 143). Cockerham is cited
approvingly by Fitch, in Fitch, Beckett and Babel, p. 3.
28 Raoul Granqvist, 'The African Writer as Translator in His/Her Own Text', in Writing Back in/and
Translation (Frankfurt am Main: Peter Lang, 2006), pp. 91-101 (p. 92).
29
Granqvist, 'The African Writer as Translator in His/Her Own Text', pp. 93-95.
30
See Confiant, 'Kreybl pale, kreyol matje', pp. 642-55.
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meme voie, traduira en fransais son roman Mariose 0987) sous le titre Mamzelle
Libellule (1995).'3I In general, autotranslation, like transcreation, is a liberating
form of translation because both texts are primary, which allows the author to make
bolder shifts from the first version. As Confiant puts it with specific reference to Les
Affres: 'Franketienne est d'autant plus libre de jouer ce jeu a sa guise qu'il est a la
fois 1'auteur du texte original en Creole et le traducteur de ce dernier en fran?ais. [...]
dans le cas de l'auto-traduction [...] les problemes de fidelite au texte original ne se
posent pas.'32 Indeed, Confiant defines Franketienne's Les Affres as a 'traduction-
recreation', which recreates 'a partir du texte Creole, un nouveau texte franijais qui
soit a la hauteur du projet stylistique et narratif de Fauteur', arguing as I do
• • 33
throughout this chapter that Les Affres should be seen as an autonomous creation.
Confiant and Franketienne have both declared that their decision to produce French
versions of their Creole texts was an attempt in the first instance to reach a global
Francophone readership.34 This desire for international readers is most apparent in
one of the most conspicuous added paratextual strategies in Les Affres: an appended
glossary. As Granqvist points out: 'To affix a glossary explaining lexical terms or
31 Ibid., p. 58.
32 Ibid., pp. 649-50.
33 Ibid., p. 644. Nevertheless, since writing these remarks in his 1996-7 doctoral thesis, Confiant has
discontinued this practice of autotranslation, and his position on autotranslation has become less
positive, as he revealed in a 2004 interview: 'Je dis qu'il faut que la litterature Creole ait des
traducteurs. II faut cesser l'auto-traduction. Jusqu'a maintenant nous avons fonctionne grace a l'auto-
traduction [...] mais dans les pays "normaux" entre guillemets il n'y a pas l'auto-traduction. L'auto-
traduction n'existe pas. Tolstoi n'a pas traduit lui-meme son livre, il y a des traducteurs pour faire pa.
Salman Rushdie ne va pas traduire lui-meme son livre. Done pour que nous soyons "normaux", il faut
que l'auto-traduction cesse [...J. II y a des traducteurs, il faut traduirc ces livres comme dans
n'importe quelle litterature "normale", sinon pa reste incestueux, e'est presque comme un inceste. [...]
il faut que la litterature Creole devienne adulte. [...]. II y a un grand danger chez l'auto-traduction [...].
Le danger e'est, quand on n'est pas genial comme Franketienne, on auto-traduit son ceuvre et puis qa
devient une mauvaise recreation. Et puis, je trouve qa incestueux, on reste toujours entre soi. C'est-a-
dire, moi j'ecris man livre, je le traduis moi-meme parce que e'est moi qui l'ai ecrit, moi, moi, moi,
moi. [...]. En tout cas, moi, je ne traduirai plus mes livres.' Rachel Douglas, Unpublished Interview
with Raphael Confiant, Universite des Antilles-Guyane (Martinique), 14 February 2004. Now
Confiant has turned instead to translating French 'classics', such as Albert Camus's L 'Etranger.
34
Douglas, Unpublished Interview with Franketienne, Port-au-Prince, 4 February 2004; Rene de
Ceccatty, 'La Bicyclette Creole ou la voiture fran^aise: un entretien avec l'ecrivain antillais Raphael
Confiant', Le Monde, 6 November 1989 <http://www.lemonde.fr/cgi-bin/ACMATS/ARCUIVES/
archives.cgi?ID=c8ab7651c3fb7af5593aa334339238c42a887a7899167al3> [accessed 3 October
2003],
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phrases at the end of the novel [...] demonstrate^] basically two things: a frantic
yearning to be understood and an equally strong desire to be taken notice of.35 The
new glossary inserted in Les Affres transposes the main cluster of symbols from
Dezafi [1] in a manner which is clearly intercultural as well as interlinguistic, and is
manifestly aimed at the targeted international readership.36 It is difficult to sum up
the scope of this twelve-page glossary, containing over 125 entries, but Franketienne
appears to have systematically added definitions relating mostly to Vodou , such as
'veves' which are ritualistic drawings for invoking the lwas or Vodou gods, and also
to popular Haitian carnival characters, various peasant dishes, secret societies and
birds of prey. By far the most prominent additions in the glossary are, however,
those entries which relate to the central theme of Les Affres: zombification.
The longest and most important entry of all is the one for 'zombi', and it has been
reproduced in full on p. 3 of the appendix.37 When this 'zombi' entry is analyzed, it
is immediately clear that one of its most important functions is to make the Haitian
myth of the zombie and its symbolism intelligible for a foreign audience. The gist of
this myth is conveyed by Franketienne's outline of the three stages of zombification.
In particular, the first two stages explain how a person comes to be turned into a
zombie, namely by being poisoned and brought back to life by a boko (a Vodou
priest who practices with the left hand to do evil).38 He also gives anthropological
details, clarifying, for example, that all this is possible because of the acute shortage
in rural areas of Haiti of doctors who would be able to tell that the apparently dead
corpse was in fact still alive. He reveals that salt is traditionally held to be the
35
Granqvist, 'The African Writer as Translator in His/Her Own Text', pp. 98-99.
36 The only critic who has commented on the significant addition of the glossary is Pradel Pompilus,
who also suggests that this glossary has been added "a I'intcntion du lecteur [...] ou de 1'HaTtien plus
ou moins etranger a sa propre culture.' See Pompilus, 'Registres de languc dans Les Affres d'uri deff,
p. 113.
Franketienne's spelling of'zombi' in Les Affres is closer to the Haitian Creole spelling of the word
'zonmbi'. 1 shall refer to the 'zombie', as this is the more conventional spelling in English.
38
See the glossary definition of'bokor' in Les Affres, p. 230.
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antidote to zombification. But above all else, he stresses the absolutely devastating
effects of zombification.
It is particularly in this last respect, I would argue, that the glossary definition of
'zombi', like many of the other entries, goes far beyond what is needed to translate
these terms so as to be understandable for a wider Francophone audience.
Franketienne has certainly translated his terms interlinguistically and interculturally,
but he has also added a particular thematic emphasis to one aspect of the
zombification metaphor. This metaphor is also the key theme of Dezafi [1] which
allegorically depicts the Haitian people under the dictatorship of the Duvaliers as
zombies. Both Dezafi [1] and Les Affres were written during the reign of Jean-
Claude 'Baby Doc' Duvalier, and both share the same allegory. On one level, the
glossary form in Les Ajfires allows Franketienne to spell out the analogy between the
zombified masses in Haiti and the zombies on the evil boko Saintil's plantation as far
as is possible in a book published in Haiti during the Duvaliers' dictatorship which it
allegorizes.
It is useful at this point to comment on a criticism made by Raphael Confiant that Les
Affres highlights a fundamental defect of Dezafi [1], namely its failure to deal with
'la concretude hai'tienne' adequately and authentically: 'Sa traduction en fran^ais par
l'auteur lui-meme, sous le titre Les Affres d'un defi, montre de maniere irrefutable
que ce texte pourrait evoquer n'importe quelle situation de zombification de par le
monde. S'appliquer a n'importe quel pays'.39 Confiant's claim that the only aspect
of Dezafi which makes it Haitian is the fact that it is written in Creole is clearly
erroneous. Franketienne may not depict 'la terre rouge des mornes ou la tristesse
insondable des cocotiers a la brume du soir' as Confiant would want, but, as was
highlighted in the introduction to this thesis, his choice of subject-matter and
39
Raphael Confiant, 'Questions pratiques d'ecriture Creole', in Ecrire la parole de la nuit'.la
nouvelle litterature antillaise, ed. by Ralph Ludwig (Paris: Gallimard, 1994). pp. 171-80 (p. 174).
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symbolism throughout both texts is drawn from the Haitian political, cultural and
linguistic contexts in which Franketienne's writing is embedded.40 In the case of Les
Affres, this is most intensely displayed by the host of entries mentioned above which
relate to Vodou and the symbolism of popular myths, such as that of zombification.
But above all, Confiant is quite wrong to argue that Les Affres 'proves' that Dezafi is
universal in its application. Rather, I would argue that it is in Les Affres that
zombification takes on a wider significance than in Dezafi [1], and becomes a
metaphor for the situation of slavery and oppression throughout the world.4'
This shift in emphasis from zombification in a Haitian context to zombification in a
more universal context is very apparent in the glossary, where the first and last parts
of the 'zombi' definition in particular refer to the condition of slavery in general.
The words 'asservi', 'utilise', and 'main d'ceuvre gratuite' of the very first sentence
emphasize the extent to which the zombies are exploited and treated like slaves. The
fact that Saintil, in both Dezafi and Les Affres d'un defi, puts his zombies to work on
his rice plantations also serves to make this slavery analogy blatant. This aspect is
emphasized strongly at the end of the glossary definition where the vocabulary of the
opening is greatly reinforced by other sentences near the end, such as: 'La victime,
une fois reveillee, est giflee, cravachee et conduite chez son maitre pour y subir une
exploitation a vie [...] En effet, le zombi est une bete de somme que son maitre
exploite sans merci, le forsant a travailler dans ces champs, l'accablant de besogne,
ne lui menageant pas les coups de fouet et ne le nourrissant que d'aliments insipides'
{Les Affres, p. 240). The slave-like treatment of the zombies by an omnipotent
master is obviously made very clear by the repeated references to the zombified
40 In chapter two, we shall also see that Franketienne chooses to do something quite different to
Confiant when it comes to representing the Haitian landscape: he shows it to be degraded, ugly, and
malevolent. This is not an inauthentic 'solution de fuite' as Confiant would have it, but is instead a
response to the ravages left in the Haitian political climate.
41 Beaubrun has also noted Telargissement du sens et du contexte de la zombification'. Beaubrun,
'Structure et stylistique', p. 164.
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figure being lashed with a whip and then forced to a lifetime's exploitation with no
reward ofany kind as a 'bete de somme'.
What we find here in concentrated form is a shift in thematic emphasis towards
zombification as a more universal metaphor, which also runs throughout many of the
additions made in Les AJfres. Notably, many of the characters of Les Affres are
portrayed more clearly as 'betes de somme' than in Dezafi [1]. Indeed, this very
expression from the glossary is frequently employed to describe them. Thus, many
of the changes to the text itself highlight in more general terms the exploitation of
slaves by tyrannical rulers throughout the world. This is the main tendency in the
transformations of Dezafi [1] in Les Affres which I would like to emphasize in this
chapter. It is not so much that new themes are added, as new variations on existing
themes are provided. Other variations on the central zombification theme are also
apparent in the glossary definition. These include, most notably, the emphasis of the
lack of consciousness, the 'etat d'hebetude et d'abetissement' which concludes the
zombification process, and the strong accentuation of consciousness, reasoning, and
strategic thinking as the key to the antithetical process ofdezombification.
Complete lack of thought is stressed by many of the words used in this glossary to
describe the zombies, such as 'apathique', 'vegete', 'absent', 'vitreux', 'docilite'.
These terms emphasize in particular the third stage of zombification, defined by this
glossary as a permanent 'etat d'hebetude et d'abetissement'. These examples, and
the descriptions of the barbaric methods of depersonalisation to which the zombie is
subjected, all serve to emphasize the total lack of any human attributes, such as
consciousness of what is happening around them; rather, the zombie is lost without
any sensibility in a foggy and permanently vegetative state. It is this which has
rendered them 'mort-vivant', more dead than alive as the first word of the glossary
definition puts it.42 When describing this third stage of zombification at the end of
42 'Mort-vivant' is a widely-used synonym used to refer to zombies in Haiti.
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the 'zombi' definition, Franketienne stresses once again the apathetic condition of
the zombie, and his lack of lucidity or consciousness about the horrors of the
zombification to which they are being subjected.
Most emphasis is placed on the need for consciousness, awakening, and energy. The
creative verve against insipidness and the completeness and speed of the
transformation are emphasized by 'brusque', 'reveil', 'conscient', 'conscience',
'transforme', 'aussitot', 'plein d'energie' and 'determination'. It is through the
repeated emphasis of such words that consciousness is presented clearly as an
essential part of a human being. The absolute passivity of the zombie contrasts
radically with the ardour of the 'bois nouveau', defined elsewhere in the same
glossary under its own heading as 'toute personne qui avait cesse d'etre un zombie,
apres avoir retrouve sa lucidite grace a l'absorption du sel' {Les Affres, p. 230, my
emphasis). The urgent need for the ability to think clearly is also evident in the last
sentence of the 'zombi' definition, which underlines 'le role et l'importance de
l'osmose dans les principales fonctions vitales'. This reference to osmosis makes us
think of how the salt is absorbed into the main organs of the zombie's body and
brings it back to life from its mort-vivant stage. Although osmosis here clearly refers
to the absorption of salt by the body of the zombie on one level, osmosis is also a
word which designates the process of assimilation of ideas or knowledge, and in this
sense, it is most relevant to the regaining of lucidity and consciousness to which most
prominence is given throughout the whole definition.
These shifts in thematic emphasis presented in concise and concentrated form in the
glossary definition — zombification as universal slavery and a completely
unthinking vegetative state; dezombification as a return to a state of consciousness,
and to the ability to think clearly — are also the ones which emerge most
prominently in the transformations of the text itself throughout Les Affres. To
demonstrate this in the remainder of the section, I shall compare two short passages
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from Dezafi [1] and Les Affres, before making some more general points about
changes to thematic emphasis throughout the whole of Les Affres.
The first passage for comparison is taken from the opening pages of Dezafi [1] and
Les Affres (also included in the appendix on pp. 4-5):
Domi leve gade mache manje lanbe tate soufle tonbe kouri rale jounin
grangou. Pale depale. Lang lou. Lang koupe miyet-moso. Vant plin. Trip
kode. Souaf dlo. Abiye banda. Kouche moksis. Leve kontan. Griyin dan.
Pronminnin toutouni. Vlope Ian ranyon. Gaye nan lanmou. Anfouraye nan
lanmo. Kiles pami nou k-ap viv toutbon? Kiles? (Dezafi [ 1], pp. 11-12)
Dormir avec l'espoir que la lumiere drainera nos angoisses nocturnes. Se
reveiller loin des songes desentraves, le corps enlepre de solitude. Regarder
l'immensite des deserts inarpentes. Errer a travers la meublerie des desirs.
Remuer le ciel et la terre jusqu'au saignement des etoiles et des pierres.
S'empiffrer de nourriture. Lecher d'appetit. Palper avec prudence. Souffler
sur les morceaux brulants. Choir / dechoir. Fuir a toutes jambes. Crever de
faim des jours entiers. Parler sans cesse. Deraisonner. Avoir la langue
engourdie ou cisaille en mille morceaux. Etre repu. Avoir les tripes
encordees par la douleur. Eprouver une soif d'enfer. Se parer comme un
paon. Se coucher de mauvaise humeur. Se lever en pleine euphorie. Rire a
pleines dents. Marcher tout nu ou recouvert de haillons. Se fourvoyer dans
de folles amours. S'enliser dans la mort. Mais qui parmi nous vit
reellement? Vraiment, qui? (Les Affres, pp. 1-2)
When these passages are juxtaposed, a noticeable swelling in the French text is
immediately apparent. For almost every single Creole word, an entire sentence has
been added in the French version. In part, this quantitative augmentation of the
passage in Les Affres is due to inherent differences between the Creole and French
languages, as both Confiant and Beaubrun have highlighted in their comparisons of
Dezafi [1] - Les Affres.43 In various contexts, Confiant has argued that what makes
writing in Creole so difficult is that 'Le Creole n'a pas de niveau descriptif: il manque
d'adjectifs permettant de decrire un paysage. On est egalement oblige d'avoir
recours a des proverbes et a des formules idiomatiques pour donner une tonalite
43 See Confiant, 'Kreyol pale, kreyol matje' p. 654; Beaubrun, 'Lecture critique comparee' (para. 11
of 17).
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authentique de la langue.'44 One reason for the addition of many adjectives and
adverbs throughout the French passage is therefore that they tend to be used more
often in French than in Creole. It is also more common to use strings of agglutinated
verbs in Creole than it is in French. As Beaubrun remarks of the passage in question
'[Franketienne] clarifie ce qui aurait ete une ambiguTte totale s'il n'avait fait que
dupliquer.'45 Longer expressions are needed in French in order to convey a
comparable idea, and to make any sense.46 Furthermore, many of the French
sentences do express something very similar to the Creole words or expressions they
replace. This is particularly the case in the second half of the French passage where
almost every word and expression chosen in French from 'Deraisonner' up to
'S'enliser dans la mort' comes very close to an exact translation of its Creole
equivalent. In part, therefore, this augmentation of the passage and the type of
additions made in the French version has to do with the distinctive structures of
French and Creole.
And yet, particularly in the first part of the French passage, it is clear that
Franketienne is subjecting the Creole passage to a process of amplification, in
Genette's sense of the term as 'l'extension thematique et l'expansion stylistique'.47
As highlighted above, Franketienne has expanded Dezafi [1] by changing the style of
the passage and lengthening it. But he also extends the passage thematically: not in
the sense of adding new themes to existing ones, but rather by giving far greater
prominence to, and shifting the emphasis of, the themes already present in Dezafi [1],
This tendency, already observed above in the glossary entry for 'zombi', is also
44 De Ceccatty, 'La Bicyclette Creole ou la voiture franyaise'. See also Confiant, 'Questions pratiques
d'ecriture Creole', pp. 173-74. Confiant has also discussed these difficulties ofwriting in Creole in an
interview. Douglas, Unpublished Interview with Raphael Confiant.
45
Beaubrun, 'Lecture critique comparee' (para. 16 of 17); Confiant, 'Kreyol pale, kreyol matje', p.
654. Jonassaint also made this point about the inherent differences between French and Creole in his
seminar on Dezafi [ I ] - Les Affres at Duke University, 2 April 2003.
46 Confiant, 'Kreyol pale, kreyol matje', p. 654.
47
Clenette, Palimpsestes, pp. 306-7.
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conspicuous in this passage of Les Affres where the Creole verbs are transposed into
longer sentences.
While the string of Creole verbs conveys the robotic actions of the zombies, the first
sentences of the French version make it clear that the zombified nous harbour dreams
and hopes for the future. References to M'espoir', 'des songes desentraves' and
Timmensite des deserts inarpentes', and particularly the use of the future tense in ia
lumiere drainera nos angoisses nocturnes' add a positive note to the Creole verbs,
suggesting that there will be an imminent awakening to a state of consciousness.
Whereas the robotic behaviour of the zombies appears to be completely unthinking
in the Creole passage, the zombified nous in Les Affres share a common desire for a
different dezombified situation, and are already conscious of their condition. As
Beaubrun correctly points out, it is only on page 222 of Dezafi [1] that the zombie
nou regains consciousness.48 In Les Affres, as we see here, the nous zombies are
already inwardly aware of their condition from the very first pages of the text.
There are also indications in this passage that the zombified nous in the French
version form more of a collective. In the Creole text there is only one occurrence of
the pronoun nou at the end of the passage ('Kiles pami nou k-ap viv toutbon?'), but
the nous in the French version appear to be more of a collective group, all harbouring
the same strong desire. Whereas no desire at all is expressed in the Creole version,
the strength of their longing for change is intense in the French version. Many of the
added adjectives and adverbs have a hyperbolizing effect, giving particular
prominence to the pain which the zombified nous experience inside. Throughout the
rest of the additions of Les Affres, there is a similar focus on the zombified nous,
their lucidity about the pain they experience, and their desire for change. I would
argue that it is this shift of emphasis towards interiority— the awareness and desires
48
Beaubrun, "Structure et stylistique', p. 52.
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which the zombies harbour inside — which distinguishes the zombie theme in Les
Affres from that ofDezafi [1].
Also hyperbolized in the French version are the actions carried out by the nous
zombies. Although these remain a litany of suffering as in the agglutination of verbs
in Creole, a number of the added adjectives and adverbs in Les Affres confer a
qualifying sense of energy, speed, or urgency to the action in question, for example:
'Lecher d'appetit', 'Parler sans cesse', 'Souffler sur les morceaux brulants',
'Eprouver une soif d'enfer'. In this way, the undertakings become more urgent or
active, and here again strong desire is expressed ('Lecher d'appetif), as well as a
prudent strategic approach ('Palper avec prudence'). This has the effect of making
the desired action appear closer, but it also places emphasis on strategy, stressing that
the action must be well thought out. As will be seen, these variations on the zombie
theme are reinforced elsewhere by other additions in Les Affres, which similarly
draw attention to consciousness, desire, and strategy as prequisites for
dezombification.
Encapsulated in the changes made to this passage is the basic principle of
amplification which governs all the transformations of Dezafi [1] in Les Affres, as
well as Franketienne's practice of rewriting as a whole. He can take a single word
from the hypotext and use it as a trigger for adding new swathes of additions. These
additions amplify the main themes of Dezafi [1] in particular through repeated
references to them in Les Affres, shifting the thematic emphasis in new ways from
the hypotext.
This amplification process is also evident when we compare the second passage from
Les Affres (pp. 207-8) with the corresponding pages of Dezafi [1] (pp. 281-82)
(included in the appendix on pp. 7-8). In the Creole text, there is a striking graphic
detail depicting a cross surrounded by an oblong box, reminiscent of a coffin. The
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symbols clearly evoke Guede who is the Vodou god of the cemetery and death.49
The illustration on p. 281 could be seen as a 'veve' for Guede.50 Each lwa has his
own particular veve, and although there is great scope for personal variations of style
in the drawing of these symbols, the basic form and symbolic details are traditionally
fixed for each veve.51 In the case ofGuede, a cross normally forms the central axis
of the veve, and this cross is often accompanied by one or two coffins, as in the
following traditional veve for Guede:
('Vever for Ghede' from Deren, p. 44)
In Dezafi [1], the positioning and spacing of the text within the box is also visually
striking. Part of the text, 'Kalfou-tinginding miromiba! [...] N-apjanbe kanminm',
has been placed on diagonally slanting lines, which stand out in Dezafi [1] as a whole
because the rest of the novel is written in horizontal lines. The rest of the written text
is spaced out considerably, particularly on p. 282 where two lines of text 'Bay-kou
bliye [...] konte mak' have an entire page to themselves. As for the justification to
the left of 'Mayi pile', and the centred justification of 'Akasan siro!' further down
49 See Jonassaint's reading of this illustration as a Guede's cross and other symbols. Jonassaint,
"Beyond Painting or Writing', p. 143.
50 A veve is a symbol drawn in flour to invoke a particular Vodou god. See the glossary definition of
'veve' at the end of Les Ajfres, p. 238.
51
Maya Deren, The Voodoo Gods, p. 193-94. Alfred Metraux, Voodoo in Haiti, pp. 163-66.
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the page, this layout encourages the viewer's eye to look to the four cardinal points
of the cross.
It is impossible to know what all these words inside the box mean, even for a native
speaker ofCreole, according to Jonassaint.52 In particular, the expression 'tinginding
miromiba' does not exist in Creole. Franketienne does forge many inventive Creole
neologisms all the way through Dezafi, but here he seems to be invoking 'langay', a
type of sonorous, mystical language used by Vodou priests and those possessed by
Vodou spirits to communicate more persuasively with the lwa deities than in
Creole.33 It is the unintelligibility of'langay' which is stressed in the glossary in Les
Affres: 'Maniere de parler de certains inities possedes par un loa [...] il est utilise le
plus souvent par le houngan lorsqu'il invoque un loa' (Les Affres, p. 234). By its
very unintelligibility, the langay-like expression 'tinginding miromiba' intensifies the
invocation of the Vodou god Guede, who is already invoked by the appearance of his
symbols in the veve of the illustration.54
The symbolism borrowed from the Vodou tradition is also reinforced by the first
word of the text 'Kalfou' meaning crossroads. The visual representation of the cross
can also be seen as a symbol of the crossroads. Traditionally in Vodou, the
crossroads is the point of communication between this world and the world of the
Vodou lwa.55 It is also through this symbolic point that the gods enter the physical
52 Jonassaint made this comment during the seminar on Franketienne at Duke University, 2 April
2003.
53 As Confiant remarks about Franketienne's use of the Creole language: 'Franketienne part, en effet,
a la recherche de l'hai'tien fondamental en tentant de recenser TOUTE la langue. Son texte est un
dictionnaire Creole, un recensement forcene des mots et des locutions les plus rares, les plus
basilectales, un recueil de proverbes et de devinette ainsi qu'un manuel du parler ordinaire.' Confiant,
'Kreyol pale, kreyol matje', p. 553.
54
According to Deren: 'Today, it is doubtful if even the houngan knows what the words mean, any
more than the hounsis who sing the songs in which they occur. Yet, today, the sense of direct address
to the loa is even intensified, for now only the loa are assumed to understand this language, and it is
thus even more pointedly an exclusive, sacred language, accessible only to the most spiritually




world down below to act upon it.56 Franketienne thus draws on the symbolism of
Vodou in such a way that, on one level, the illustration is set up as a sacred
invocation of the Vodou lwas, and of Guede in particular. But according to
Jonassaint:
This symbolism borrowed from the Vodou tradition is also profane, for it
relates to the ritual opening statement of confrontations between Haitian
adolescents: "Men krwa mamman ou, men krwa papa ou si ou pa pe vin pile!"
Here is the cross of your mother, the cross of your father, if you are not afraid
to cross it, words that recall the last sentence of the page, "Akasan siro!...".57
Separately, the expressions 'Mayi pile' and 'akasan siro' both refer to a type of
porridge made from crushed maize.58 But put together and combined with the
symbol of the cross, they evoke the taunt referred to by Jonassaint. 'Akasan siro' is
also used as an expression meaning something akin to 'decide and determine your
fate' in English, and thus come very close to the provocation that Jonassaint has
detected in 'Mayi pile'.59 It is this challenge which appears to be met at the end of
the slanting text at the top of the page, where we learn 'Nou gade anro... Nou gade
anba... N-ap janbe kanminm' (We look up... We look down... We are jumping across
all the same). As for the remaining three sentences of text in the passage from pp.
281-82, they can be translated approximately as follows: 'Pil madichon simin deye
timounn ki derespecte granmounn!' (Many curses are scattered on children who
disrespect their elders!'; 'Bay-kou bliye, pote mak sonje. Zo-dan konn mode viann,
li pa konn konte mak' (The assassin forgets, but the victim remembers what has
happened because of his wounds. Zo-dan [a monster] can bite into flesh, he cannot
count the wounds).
How is this Creole passage with all of its complex cultural references transposed into
French? The most striking difference in the corresponding passage of Les Affres is
56
Deren, The Voodoo Gods, p. 43.
57
Jonassaint, 'Beyond Painting or Writing', p. 143.
58 See for example the glossary entry for 'acassan' in Les Affres, p. 228.
59 Jonassaint noted this signification in his seminar on Franketienne at Duke University, 2 April 2003.
80
that there is no illustration, all the visual symbols have been removed, and the layout
of the written text has also been transposed into the standard horizontal format of the
rest of Les Affres. In Genettian terms, this is also a transmodalization: an alteration
in the mode of presentation characterizing the hypotext.60 As will be seen in the
chapters on the transpostion of L 'Oiseau schizophone in Les Metamorphoses, this is
a common tendency in Franketienne's rewriting, whereby he frequently alters the
visual appearance of the hypotext, in many cases 'degraphicizing' it, as is the case in
Les Affres. In both Les Affres and Les Metamorphoses, Franketienne tends to go
backwards when rewriting from visual innovations in the hypotext before moving
further forwards in visual terms in some of his subsequent books.
In Les Affres, then, the passage is less visually striking than it is in Dezafi, but certain
visual elements from the illustration have been transposed into words in the French
version. There are verbal references to 'la croix' and 'ce [...] carrefour'. Guede is
not invoked in the French version, as he is by the veve and langay in Dezafi, nor does
the verbal evocation of the cross and the crossroads have the same immediately
sinister qualities.61 Nevertheless, some of the principal associations of the cross and
the crossroads in Vodou tradition are conveyed. Guede's cross is usually associated
with death and the cemetery, and in the French passage the cross is given sinister
associations through its qualification as 'la croix du malheur\ As for the crossroads,
its symbolism in Vodou has a frightening aspect, a point Deren makes: 'For it is
Carrefour who may loose upon the world the daemons of ill chance, misfortune and
deliberate, unjust destruction. No man, however carefully he may have built up a
logical structure of proper and good destiny, is wholly safe from such disruption.'62
The description of the crossroads in Les Affres as 'ce dangereux carrefour du
60
Genette, Palimpsestes, p. 211.
61 Jonassaint discussed these immediately sinister qualities of the Guede's cross during his seminar on
Franketienne at Duke University, 2 April 2003.
62
Deren, The Voodoo Gods, p. 100.
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desequilibre' ou tant d'infortunes pesent sur nos epaules' picks up on all of these
associations, portraying it as a point of instability at which misfortune befalls the
nous.
In the same manner as the first passage, the text of this second passage from Les
Affres again augments and amplifies that of the Creole version. There are 73 words
in Les Affres, compared with 37 in the written text ofDezafi. As will be seen, a shift
in thematic emphasis is also in operation as in the first passage. It is, however, even
more difficult here than in the first passage to determine that which is amplified, and
that which constitutes interlinguistic and intercultural translation because, in addition
to the differences between Creole and French, there are also further contrasts
between non-verbal and verbal forms, and the complex web of allusions to Vodou in
Dezafi.
Several words in the French passage appear to be an equivalent for the Creole text
they replace, but there are also significant contrasts. An obvious example of this is in
the French text's close translation of 'pil madichon' as 'tant d'infortunes', but the
rest of the Creole sentence, 'simin deye timounn ki derespekte granmounn' is done
away with, and replaced with 'pesent sur nos epaules'. The focus is thereby shifted
in the French version onto nous's intense suffering once more. Another important
difference is that the French text is arranged in a different order, the two isolated
lines on p. 282 of the Creole passage are displaced and actually come first and not
last in Les Affres. Hyperbolization is at work in the French version of the passage,
for example whereas in Creole there is a reference to an assassin 'bay-kou', in
French his evilness is accentuated greatly by the description of his 'violence
meurtriere'. There follows a very significant addition for which there is no
equivalent in the Creole passage, 'attise notre soif de vengeance', where there is a
new emphasis on the collective nous and their desire to act in revenge; energy is also
conferred onto this desire by the verb 'attiser'. In the next sentence of the French
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version, 'cicatrices bourgeonnent' means the equivalent of 'pote mak', but here the
wounds are designated 'nos cicatrices', highlighting the suffering of the collective
nous. 'Zo-dan' is a mythical flesh-eating monster with gruesome teeth, and the gist
of his traits is summed up by 'les dents du bourreau'. But the addition of the adverb
'impunement' and the identification of the flesh he eats as children's flesh render his
actions all the more horrific and gratuitous. Nous's suffering is clearly foregrounded
once more because they are the ones ('nos enfants') who are attacked. There is
another important transformation in the fourth sentence of the French passage. Here,
a statement from Dezafi, 'li pa konn konte mak' (he cannot count the wounds)
becomes a question in Les Affres, 'Qui aura su compter nos blessures [...]?' As will
be seen below in this and subsequent chapters, Franketienne frequently interrogatizes
the hypotexts he is rewriting, turning many of their sentences into questions, which
insistently demand an answer or an action. In this case, the formation of the question
once more emphatically hyperbolizes the infinite extent ofnous's suffering.
Most of all, the emphasis is displaced in the last two sentences of the French passage,
which add a firm focus on nous's collective action and its imminence. One such
added idea is 'nous sommes decides a enjamber', which replaces 'N-ap janbe
kanminm' (we are jumping across anyway). Here the focus shifts from the actual act
of jumping in Dezafi to the decision which nous have made together. It is also
worthy of note that the sense of 'kanminm' (quand meme) is not carried over to the
French text; this has the effect of making nous's resolution to jump across the gulf
appear more strong-minded. Furthermore, it is also specified in the French version
what exactly it is that nous must straddle, namely Me fosse des vieilles maledictions'.
This adds an auspicious note to the passage, suggesting that nous will overcome their
old sufferings by this action that they have decided to undertake. Vigorous action is
pointed to by the addition of the verbs 'briser', 'piler', and 'mettrons'. It is also
made to sound more certain that the challenge will be met in the near future, through
the use of the future tense in 'mettrons' and the strong adverb 'immanquablemenf.
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This sense of certain collective action is reinforced by the way in which 'mayi pile'
and 'akasan siro' are incorporated into the French passage. Here they no longer
allude to the throwing down of a challenge, but are used in the sense of the foodstuffs
maize and porridge. They are worked into Les Affres as a cookery metaphor for
nous's collective action: nous have already made preparations together ('Nous avons
pile du maTs'), and the action of putting the porridge on the fire is clearly a metaphor
for the imminent shared action. The need for prudent, well planned action is also
implicit in the shift of tenses in this final sentence from the passe compose ('Nous
avons pile du mai's') to the future tense outlining the next anticipated action
('immanquablement nous mettrons Faccasan au feu'), which suggests that having
undertaken the preparatory measures, nous are strategically waiting for the propitious
moment at which to carry out their desired action.
Hence, the principal dynamics I have detected through my readings of the glossary
entry for 'zombi', and of the most marked changes to the two passages, include a
universalizing shift in the representation of zombification; a more collective focus
through frequent additions of the pronoun nous; and a more pronounced emphasis on
the following conditions necessary for the process of dezombification —
consciousness of one's predicament and suffering, strategic reasoning, and collective
action. More broadly, Les Affres as a whole has been augmented and amplified in
exactly the same way as in these passages. Overall, Les Affres has been lengthened
considerably, although it is difficult to give a precise ratio of augmentation here
because the pagination and the amount of text on each page differ hugely from
Dezafi (where the text is more spaced out) to Les Affres (where the pages are more
densely packed). It is possible to say, however, that Les Affres at least doubles the
amount of text in Dezafi. Additions have been made everywhere throughout Les
Affres. In a similar manner as in the passages examined above, they have been
grafted onto the original text, transforming it in the process. Again, as on the
microscopic level of the passages, the accumulated additions from other parts of Les
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Affres magnify precisely the same new dimensions of the principal zombie theme
adapted from Dezafi.
Many additions follow the emphasis in the 'zombi' glossary definition by making an
analogy between zombification, universal slavery, and exploitation. According to
one addition, 'L'epidemie zombificatrice se repand' (Les Affres, p. 196), and
parallels are also drawn between zombification and various forms of servitude at
different points, for example:
La prison et les corps ancres dans la servitude. L'acceptation des chames. (Les
Affres, p. 46)
lis ont parque des milliers de zombis dans des cellules exigues privees de tout
systeme d'eclairage et d'aeration. (Les Affres, p. 192)
[...] nous sentons la necessite de lutter contre toutes les formes de la servitude
et d'alienation. De leur cote, les paysans, victimes de la misere et de
l'exploitation, ont souffert peut-etre plus que nous. (Les Affres, p. 221)
In particular, the reference to thousands of zombies being kept in cramped, dark, and
airless spaces evokes the terrible conditions of the slave ships used to transport slaves
across the 'Middle Passage' from Africa to the Caribbean and beyond. In this way,
the additions build up a cumulative idea of a zombification which spans many
different centuries, and which could be applied to various situations of exploitation
across the world.
Unlike in Dezafi, it is repeatedly made clear in Les Affres that what makes the
condition of the zombies so execrable is their complete lack of consciousness. They
are constantly referred to as 'des betes inconscientes', and the unconscious state to
which they are reduced is spelt out particularly clearly by the following additions:
Les zombis sont des creatures denerflees; elles ne savent rien de leur passe, et
ne s'inquietent ni du present ni de l'avenir. (Les Affres, p. 69)
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Pressures a la derniere limite, ils sont reduits a l'etat des simples marionnettes,
dont les sombres silhouettes tantot s'alignent machinalement au milieu des
tiges de riz, tantot s'aplatissent dans la boue des marecages. (Les Affres, p.
133)
In Les Affres, then, there is a clearer definition of the zombie as a mechanical
creature, completely unaware of what is going on around him. The humiliating
extent of his unconsciousness is such that he is described as crawling through mud.
As the additions pronounce even more clearly, the consciousness that is lacking is
precisely the key to dezombification. This is made very clear at the end of the novel
where a young zombie Clodonis is given salt. The following addition relating to the
explosive moment of his dezombification shifts the focus inwards to what is
happening inside his brain and body:
Instant d'eclairs et d'orages en un renversement d'espace ou le corps vibre
dans sa multiplication fragile / en marge de la desertude 1'irresistible decharge
de la foudre agressant les trous d'ombre'. 'le vent debout conquerant
l'obscurite [...] Clodonis [...] stimule son cerveau desobstrue... Libere des
bandelettes de Pinconscience de la mort. (Les Affres, p. 216)
The final stage of the dezombification process is shown here to be his coming to
consciousness. There is also the voice of a zombified nou / nous running throughout
several spiralling strands of text both in Dezafi and Les Affres. Whereas in Dezafi,
this voice of the nou zombies does not disclose any glimmer of consciousness until
page 222, multiple additions all the way through Les Affres reveal the thoughts
beginning to take shape in nous's heads, and their growing awareness of their painful
plight.
Most frequently, we find added references to nous's consciousness, desires, and their
registering of the current situation. Where only part of the quotation has been
completely added, red ink is used to distinguish the additions from the rest of the
sentence:
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Tant de secrets, trop lourds a porter, [nous tourmentent la conscience, nous
picotent la langue, nous brulent les levres]. (Les Ajfres, p. 21)
[...] nous voyons le spectacle desolant' (Les Affres, p. 71)
Les clignotements de la parole devraient nous rendre conscients de notre
affreux begaiement et de la necessite immediate d'ajuster un nouveau langage a
P impatience des desirs. (Les Affres, p. 168)
Mains livrees a 1'incendie du sel pour [...] [debarrasser Pile entiere des fumees
de Pinconscience et des sables de Pepouvante], (Les Affres, p. 200)
Added allusions to awakening consciousness and the first pricks of conscience are
often combined in Les Affres with added references to the need for urgent action, as
some of the quotations above demonstrate. The same tendency of giving greater
prominence to collective action, noted in the analysis of the hypertext's
transformation of the second passage, is also writ large everywhere else in the
additions throughout Les Affres. Verbs of violent action have been frequently
inserted, of which the most common include 'surgir', 's'agiter', 's'attiser', and
'allumer'. Several collective actions for the future are outlined, for example, 'Un
jour, nous te ferons payer tes crimes' (Les Affres, p. 50); and 'Nous laverons nos
tetes enleprees par les suies de l'amnesie' (Les Affres, p. 200). Most notably,
numerous first person imperatives have been added, such as: 'Dessillons-nous les
yeux / Arrachons les plumes racornies alourdissant nos ailes / Enlevons les croutes
pourries de nos orteils / extirpons les chiques et les crabes entravant notre marche
parmi les pierres' (Les Affres, p. 61). These calls for action and references to
collective resistance by nous bring out the theme of fighting, noted by Lucas and
other critics, much more strongly in Les Affres.63
63 See Lucas, 'Franketienne, l'ecriture de la possession et la modernite Creole', pp. 40, 45-47; Lucas,
TEnergic linguistique dans I'oeuvre de Franketienne' (para. 11 of 31); Bernard, Reve et litterature
romanesque en Haiti, pp. 285-86; Glover, \Spirali.sme and Antillanite', pp. 85-86, 93-94.
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This raises the question: to what extent can Franketienne's writing and rewriting in
general, and these additions made throughout Les Affres in particular, be described as
engaged? As its main storyline, Dezafi depicts the exploitation of a band of zombies
by the tyrannical boko Saintil. This has been read almost unanimously as an allegory
portraying the Haitian people as zombies under the vice-like grip of the Duvalierian
dictatorship.64 At the end of both Dezafi and Les Affres, there is a very significant
mass dezombification — the zombies are liberated by salt, and overthrow the boko
Saintil who is responsible for their zombification. In Les Affres, we have seen that,
repeatedly, many of the additions stress the need for consciousness and
dezombifying action. And yet, Confiant is correct, to a certain extent, when he
observes:
D'aucuns ont vu dans Dezafi une description-denonciation du phenomene de
zombification du peuple haitien par le regime des Duvalier (lequel a dure 30
ans), c'est-a-dire en fin de compte, une denonciation politique du dit-regime.
Ce serait done a leurs yeux une oeuvre "engagee". Or, a l'evidence il ne l'est
aucunement au sens ou l'entendaient Nizan ou Sartre car la zombification est
montree par les seules techniques scripturales de 1'auteur. Autrement dit, il
n'y a pas dans Dezafi de denonciation ouverte de la misere, de I'injustice ou
de l'obscurantisme.65
Franketienne is definitely not engaged in the same way as Sartre, or his Haitian
literary predecessors Jacques Roumain, Jacques Stephen Alexis, and Rene Depestre.
He disparagingly refers, for example, to Alexis's work as displaying 'un engagement
de boy-scout', which he clearly does not wish to emulate in his own work.66 Unlike
these writers, Franketienne is not committed in Dezafi, Les Affres, or anywhere else
to one political position, one political goal. He does not propose the form which
nous's collective action should take, nor is the liberating process of dezombification
64 This political allegory has been particularly commented on since 1986 and the overthrow of Jean-
Claude Duvalier, but Laroche has observed that before this point most focus on the political aspects of
Dezafi was found in critical work published in Haiti. See Laroche, "Dezafi apres Duvalier', pp. 100-
5.
65 Contiant. *Kreyol pale, kreyol matje', p. 559.
66
Douglas, Unpublished Interview with Franketienne.
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envisioned through the specific means of socialism and the rigorously inspired
socialist principles advocated by Sartre.67
These differences are due in large part to the different circumstances in which
Franketienne and these other writers are writing. Sartre, for example, emphasizes
that he has taken up his position in literature in response to the situation of the writer
in 1947. Sartre is writing at the height of the power and prestige of the French
Communist party, whereas Franketienne is writing in 1975 and 1979 from a very
different political perspective: the Duvalierian dictatorship in Haiti. From this
vantage point, Franketienne is extremely aware of the dangers to which the espousal
of a particular political position can lead in the right-wing noiriste ideology of the
Duvalier dictatorship. He has seen, for example, that aspects of Jacques Roumain's
politically engaged Marxist work have been appropriated and deployed for the
noiristes' political formulations of Haitian identity. Moreover, he is a despondent
witness at this time to the social, economic, and environmental ravages (in particular
widespread soil erosion), which are being wreaked as a result of this dictatorship.68
This is why he rejects all messianic endings, most common in the work of Roumain,
where positive heroes are presented as imitable examples for the community, and by
extension the reader, to follow. Franketienne himself is clearly a man of the left, and
his work attests to this. He was also a member of the Parti communiste as a young
man, but left the party very early on in his literary career, mainly because of his
disillusionment with its then leader, Roger Mercier, who was implicated in a string of
political assassinations.69 Thus, the liberating process of dezombification is not
envisaged as a clearly socialist revolution.
67 Jean-Paul Sartre, Qu 'est-ce que la litteralure? (Paris: Gallimard, 1948) pp. 334, 343.
68 It is because of this extremely dark situation that Franketienne refuses to join Jacques Stephen
Alexis's celebrations of lush Haitian countryside. There will be more on this in chapter two below.
69 Franketienne discussed this in my interview with him. Douglas, Unpublished Interview with
Franketienne.
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Other aspects in Dezafi and Les Affres also do not comply with the Sartrean concept
of a litterature engagee. Most notably, the liberating by salt at the end ofDezafi and
Les Affres has a rather ambiguous trigger: the zombies do not liberate themselves,
instead it is the boko's daughter Sultana who takes the decision to administer salt to
Clodonis. Furthermore, she does this for entirely selfish reasons — Clodonis is the
object of her affections, but remains unresponsive to her caresses in his vegetative,
zombified state — and not out of any commiseration for the plight of the zombies.
In Les Affres, as I have argued above, Franketienne also universalizes the zombie
metaphor to the point where it could refer to any exploitation by any tyrannical ruler
anywhere in the world, in addition to its applicability to the Haitian context.
Most of all, Franketienne rejects the preference Sartre implies in Qu'est-ce que la
litterature? for a language which is unembellished, and with which the most urgent
issues of the time can be expressed.70 Rather, Franketienne's work in general
displays 'les harmonies obscures qui resonnent autour d'eux et qui sont faites de sens
vagues en contradiction avec la signification claire' of the poetic prose which Sartre
so dislikes.71 When the imperatives and references to action cited above are
examined, this type of poetic language is clearly manifested in the additions of Les
Affres. According to Sartre, the function of a writer 'est d'appeler un chat un chat'.72
On one level, this is not possible for Franketienne writing in the context of 1970s
Haiti because a shroud of symbolism and allegory is needed to escape the censors.73
But Franketienne has actually perpetuated and amplified the use of symbolism,
aesthetic paronomasia, and explorations of sound in his later work even after the fall
of Duvalierian rule.74 Franketienne himself describes all his work as aesthetically
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See Sartre, Ou 'esl-ce que la litterature?, pp. 341^12.
71 Ibid., p. 341.
72 Ibid., p. 341.
7j See Jonassaint, 'D'un exemplaire createur souterrain', pp. 266-69; Joseph Ferdinand. 'Doctrines
litteraires et ciimats politiques sous les Duvalier', in Ecrire en pays assiege (see Sourieau and
Balutansky, above), pp. 193-229 (pp. 195-98, 215-21, 224—27).
74 As Franketienne has explained in an interview, he has maintained his 'parti pris esthetique' even
after the end of Duvalier's rule. Jonassaint, 'D'un exemplaire createur souterrain', p. 269.
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engaged first and foremost, but this is not 'pure literature' in Sartre's sense of a
writer's disinterest from his situation.75
As was stressed in the introduction to this thesis, Franketienne's work does engage
very much with its Haitian context. This is also illustrated by many of the additions
made throughout Les Affres, which repeatedly draw attention to the dire situation of
poverty in rural parts of Haiti, for example:
Les paysans de Ravine-Seche se nourrissent de feuilles et de racines pendant la
morte-saison. (Les Affres, p. 132)
[...] les innombrables paysans sans terre de Bois-Neuf se nourrissent de
poussiere et de vent. (Les Affres, p. 142)
Mais le pain manque chaque jour. La faim elargit l'espace de la douleur. (Les
Affres, p. 192)
And while Franketienne does not propose any specific course of action, the multiple
references to action he adds throughout Les Affres do give greater prominence to the
urgent need to act. Instead of outlining the path of action to take, he adds series of
questions, such as:
Comment faire sauter les verrous de la nuit, si les zombis n'ont jamais
manifeste de tendance a rebellion? (Les Affres, p. 110)
Quels sont les veritables auteurs du crime? (Les Affres, p. 146)
Comment dissoudre 1'interrogation des pierres tourmentees de soleil? (Les
Affres, p. 152)
Qu'allons-nous tenter sans ailes et sans voix devant la nuit infranchissable?
(Les Affres, p. 155)
The insistence of the constant questioning calls for a decision to be made so that the
action undertaken can be successful and directed against the correct culprits.
75
Douglas, Unpublished Interview with Franketienne.
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It is this need for resolution of a carefully planned strategy which is emphasized the
most in the additions to do with action:
[L'oreille attentive], nous percevons une voix de femme qui nous envoute; elle
nous parle d'une histoire de grossesse douloureuse [supportee avec amour et
patience], (Les Affres, p. 140)
A peine sortis des limbes de la nuit, prenons garde que la lumiere ne nous
devore les yeux. L'espoir se perd et se retrouve [...] le desir s'embrase dans
l'imaginaire. (Les Affres, p. 170)
Mefions-nous des paroles lancees par les charmeurs de serpents et les
presdigitateurs. (Les Affres, p. 175)
Nous rassemblons nos connaissances guerrieres. (Les Affres, p. 180)
Nous recherchons le point d'impact et de complicity pour rehausser la fete
initiatrice. [...]. Nous continuons a marcher, caches derriere notre visage,
changeant de temps en temps d'ombre et de masque. (Les Affres, p. 188)
II est indispensable que nous nous unissions aux paysans de la region pour
suivre ensemble un seul chemin, celui de la liberte pour tous. [...] il est urgent
que, les uns et les autres, nous formions un front uni pour ecraser ce soir meme
la tete du serpent. (Les Affres, p. 221)
Emphasized in this way throughout Les Affres as a whole, as in the 'zombi' glossary
entry and the first passage examined in this chapter, is the urgent need for a
collective strategy, to combine forces and act together. Above all, these additions
advocate patience and prudence: the need to be wary; to follow the patient wait of the
pregnant woman as an example; and to keep their plans of action secret in order for
them to be successful. It is, I would argue, in this new stress on the need to think
carefully before acting that the shift in thematic emphasis from Dezafi to Les Affres
is most apparent.
Consciousness, strategy, and collective action, which can all be observed when the
hypotext and the hypertext are compared very closely, constitute the main
transformations of the zombie theme in Les Affres. Ultimately, Les Affres is very
closely related to Dezafi. In it, Franketienne does deploy many strategies of creative
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translation, often conveying similar words and expressions in French as in Creole.
Nevertheless, 1 would argue that the considerable changes in thematic emphasis
noted here demonstrate that Les Affres is much more than a translation of Dezafi.
These new accents conferred onto Dezafi's existing themes cannot be explained in
terms of inherent differences between the French and Creole languages. Thus, they
give me more solid grounds than mere identification of a process of addition and
amplification alone, on which to argue that Les Affres should be considered as an
autonomous creation, and as the point at which Franketienne's practice of rewriting
is born.
Rewriting in the Dosou Text: Dezafi (2002)
Another important layer of rewriting up to now overlooked by critics, or else lumped
together with Dezafi (1975) as a simple re-edition of that text, is Dezafi (2002). As
mentioned at the beginning of the chapter, the only transformation explicitly referred
to anywhere in the paratext of Dezafi [2] is the change to the new Haitian Creole
orthography. By analyzing the same passages examined in the last part of this
chapter, I want to demonstrate that, beyond the modified spellings, the text itself has
been subjected to comparable transformational processes to those at work throughout
the rewriting of Dezafi [1] in Les Affres. A cursory glance at Dezafi [2] already
indicates that much has been altered: the layout has been entirely transformed, and
the text is longer, denser, and visibly on a par with Les Ajfres's augmentation of
Dezafi [1].
I call Dezafi [2] the dosou text because it is the third element which rewrites both of
its hypotexts from the 1970s. It confirms retrospectively Les Affres's status as
Franketienne's first rewriting because, in the same language as the original hypotext
Dezafi [1], it follows the dominant tendency of amplification noted in Les Affres, and
also adds new thematic emphasis, adjectives and adverbs in a comparable manner.
93
Unlike Les Affres, it is incontrovertibly a rewriting because there is no element of
interlinguistic or intercultural transfer. Consequently, it is far easier to ascertain
what exactly has been added between Dezafi [1] and Dezafi [2]. As none of the
additions can be explained away as necessary for sense, as could often be the case in
Les Affres, the principle of accumulation of additions in Franketienne's practice of
rewriting his own texts emerges unmistakably from Dezafi [2]. Part of my purpose,
then, in this section of the chapter is to show that very similar types of additions have
been made throughout this subsequent rewriting Dezafi [2], therefore substantiating
my claim that Franketienne's practice of rewriting was born in 1979 with Les Affres.
Nevertheless, I also want to demonstrate that, in addition to reflecting back to
changes made in Les Affres, Dezafi [2] diverges from both of its hypotexts, indicating
some of the ways in which Franketienne's practice of rewriting has evolved from
1979 to this, his latest rewriting in 2002. To do this, I consider the different ways in
which the two passages already analyzed are transformed in Dezafi [2], Finally, I
examine the highly significant changes made to a third passage — the final pages of
Dezafi [ 1 ] - Les Affres - Dezafi [2].
In order to compare the passages from Dezafi [2] with those from Dezafi [1], I
identify all the additions in red and place them between square brackets. This is to
distinguish them clearly from the text carried straight over from the hypotext, marked
in black ink, where the only changes are to spelling. When comparing the three
passages using this superimposition technique, I follow the orthography of the 2002
version.
All three versions of the first passage from Dezafi [1], Les Affres and Dezafi [2] have
been included in the appendix on pp. 4-6. The additions made in Dezafi [2] to the
first passage can be superimposed over the text ofDezafi [ 1 ] as follows:
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Domi leve gade rele mache manje lanbe [niche] tate soufle tonbe kouri [j°ure
babye] rale jounen grangou (Dezafi [2], p. 12, corresponding to Dezafi [1], p. 9
and Les Affres, p. 1)
In this first part of the passage, we see that Dezafi [2] has expanded Dezafi [1] to a
far lesser extent than Les Affres, where each of these verbs was expanded to form its
own sentence. But like Les Affres's, expansion, new verbs are added to this
sequence: 'niche', 'joure' and 'babye'. The first of these additions 'niche' means to
lick and this is also the meaning of the preceding word ianbe'. Throughout Dezafi
[2], such pleonastic additions are frequently found where words with the same
meaning are juxtaposed, amplifying what is described. Here, the accumulation of
verbs meaning 'to lick' conveys a similar magnification to that added by the adverb
in Les Affres\ 'Lecher d'appetif (my emphasis). The other additions made here are
also pleonastic: 'joure' means to swear and 'babye' means to complain. As both
terms repeat the idea of swearing or grumbling, the cumulative effect of these
pleonastic additions makes the long list of actions more hyperbolic and puts greater
emphasis on dissenting voices than in Dezafi [1]. These are different types of
additions to those introduced by Les Affres and they obviously produce a different
effect. But we see already in these first lines of the passage that the same process of
amplification which we identified in Les Affres is also at work here.
The layout of what follows in 'Pale/depale...miyetmoso' has been radically altered
by Dezafi [2], although no additions or changes have been made to the actual text of
Dezafi [1] as is the case in Les Affres. This transmodalisation is most obvious in the
introduction of larger bold font. In Dezafi [2], as this instance indicates, the bold
font calls attention to different portions of the text. An important feature of the use
of the bold font in Dezafi [2] is that the size of it varies considerably throughout the
text, thus adding different degrees of emphasis to what is emboldened. Another layer
of emphasis is also added by capitalization of a few of these passages in bold, thus
drawing yet more attention to those particular words.
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In this passage, the prominence given to these words by the bold font in which they
were written is also added to by important changes of presentation. We see that the
sentences are divided up to each take one line of text. 'Lang lou' is justified to the
right and the sentence 'Lang koupe miyet-moso' is here divided up vertically, with
'miyetmoso' given its own line. One important addition in Dezafi [2] is the addition
of the slash in 'Pale/depale'. This is symptomatic of what I term a slashifying
process in Dezafi [2] as a whole, whereby slashes are added to passages where
previously there were none or very few. The slashes here do not indicate alternatives
or sentence breaks; instead in Dezafi [2] as a whole, the 'slashifying' process appears
to bring the two terms closer together, and is used to create an effect of intense
accumulation, whereby the passages of text joined by slashes create a cumulative
build-up, similar to that produced by pleonasm.
In the remainder of the first passage, the following additions have been made in
Dezafi [2]:
Vant plen [Vant vid.] Trip kode. Swaf dlo. [Swaf lanmou. Anvi soley.
Anvi limye. Reve zetwal. Reve fanm siwolin. Reve boul dayinaflo k ap woule
sanrete lan mevey boulozay. Reve vwayaj lasirendyaman k ap file kannale sou
lanme jouk aziboutou. Imajinen degenn lakansyel jouk ldtbd zilepadokay.
Abiye banda.] Abiye anreleng. Kouche mdksis. Leve [ke] kontan. Griyen
dan. [File grandou lan douvanjou. Frape tanbou sou konpa brennzeng. Danse
vantdeboutonnen.] Pwomennen [bouloze] toutouni. Vlope lan ranyon. Gaye
lan lanmou [tetkale bounda-ouve. Anfouye lan madigra raboday maskawon],
Anfouraye lan [deblozay] lanmd [Anfoudwaye lan kagoulaw.] Kiles pami
nou k ap viv toutbon? Kiles? (Dezafi [2], pp. 9-10, corresponding to Dezafi
[1], pp. 11-12, and Les Affres, pp. 1-2)
This part of the passage has been far more noticeably augmented than the first part
and the whole passage swells the 52 words of Dezafi [1] to 126 words in Dezafi [2],
which is almost as large an augmentation as in the corresponding passage in Les
Affres.
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As in Les Affres, this augmentation is also an amplification, and changes Dezafi [1]
by new emphasis through its many additions. Many of these additions indicate a
degree of pleonasm in the rewriting process: often, the first word of the preceding
sentence of the original text is repeated to form new sentences in the additions. We
see this in the additions of 'vant', 'swaf, 'anvi' and 'abiye', which are all repeated
twice, and especially 'reve', which is repeated four times in the rewritten passage.
The new sentences formed by such repetition often form the antithesis of the
preceding sentence carried over from the hypotext, for example: 'Vant plen' (full
stomach), 'Vant vid' (empty stomach), 'Abiye banda' (dressed elegantly) and 'Abiye
anreleng' (dressed in rags). What has been added points to extreme poverty and lack
of food. With reference only to Les Affres and Dezafi [1], Beaubrun argues that
Franketienne wanted to highlight Haiti's problems, such as mass starvation, for a
foreign audience in the French version.76 But, as we see here, references such as
'vant vid' have also been added in the Creole version. In other words, there is the
same focus on the insides of the body as in Les Affres, giving greater prominence to
noiCs misery.
In some cases the repetition of a word does not serve to underline extremes, for
example, 'reve' is repeated four times and 'anvi' twice, drawing attention to these
verbs. These clusters of words create an added interior focus on dreams, desires and
consciousness by accumulating the words 'anvi' (desire), 'reve' (dream), and
'imaginen' (imagine). In these sentences, a desire for light and sun is expressed,
drawing further attention to the theme of awakening consciousness in a similar way
to many of the additions in Les Affres.
This process of accumulation is also discernible in Franketienne's increased play
with words in the passage from Dezafi [2], He adds 'anfouye' and 'anfoudwaye' to
the passage in the hypertext, both of which sound very similar to the word
76
Beaubrun, 'Lecture critique comparee' (para. 8 of 17).
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'anfouraye" carried over from the hypotext, but which have completely different
meanings. In the sentence which is taken across from Dezafi [1] 'Anfouraye lan
[deblozay] lanmd' (Buried in the violent quarrels of death), 'anfouraye' means to be
buried, whereas 'anfouye' and 'anfoudwaye' mean to misplace / to be misplaced or
lost, and to ruin someone respectively. Using this technique, Franketienne can play
with the sounds ofwords, introducing variations of only one or two letters, which are
capable of transforming the meanings of the words significantly. Such wordplay is a
tendency most evident in his most recent work from the 1990s onwards, which
abounds with similar examples of paronomasia.
Many of the additions added here have a hyperbolizing effect on the original passage
from the hypotext. The addition of'deblozay' (violent quarrel) intensifies the rest of
the sentence, while the references to carnival in the added sentences beginning with
'anfouye' and 'anfoudwaye' also have a similar hyperbolizing effect on this passage.
Both added sentences reflect the negative associations of carnival in Franketienne's
later rewritings, most notably in Les Metamorphoses from 1996-7 (see chapter
three). In the additions made to this passage from Dezafi [2], for example,
Franketienne refers to 'madigra' as being 'raboday maskawon'. Here, 'raboday'
means brimming over, while 'maskawon' is another example of the radical
transformation which can result from the addition of an extra letter. This
portmanteau word blends the meaning of 'maskarad' (hypocrisy) with that of
'makawon' (ugly), thus adding a double negative to the concept of mardigras.
'Anfoudwaye lan kagoulaw' is another clear allusion to carnival, because 'kagoulaw'
means carnival mask. The accumulative effect of these negative words associated
with carnival, hypocrisy, and ugliness, combined with the idea of being ruined inside
a mask, serves to suggest that the current political situation in Haiti is like that of a
drunken, brawling carnival run and fuelled by masked hypocrites.
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These changes reflect the negative manner in which carnival is presented in
Franketienne's Les Metamorphoses, written in the interim period between Les Affres
and Dezafi [2], and which was the last rewriting Franketienne undertook before
turning to Dezafi [2]. As will be seen in chapter three, Les Metamorphoses
repeatedly depicts those in power as keeping the people in as carnival-fuelled and
inebriated a state as possible, in order for their decadent and dastardly regimes to
maintain total power over them. The unthinking aspect of drunken total abandon is
also added to this passage from Dezafi [2], for example 'tetkale bounda-ouve' (stupid
fool with your bum fully exposed) adds to the scatological content of the passage,
whereas 'Frape tanbou sou konpa brennzeng' (Beat the drum to a drunken Compas
beat) and 'Danse vantdeboutonnen' (Dance to let it all out) reinforce the idea of
drunken revelry. In addition, 'vantdeboutonnen' also implies the idea of vomiting, as
it literally means 'to unbutton the stomach'. This, in turn, implies a scatological
process by which everything is turned upside-down and the extremes are reversed.
These negative allusions to carnival are not carried as far in Dezafi [2] as they are in
the additions of Les Metamorphoses, but they, along with the added processes of
accumulation and wordplay, all suggest the general hyperbolizing and scatologizing
trend, which is very noticeably at work in Franketienne's rewritings after Les Affres
from the 1990s — Mur a crever (1995), Ultravocal (1995) and Les Metamorphoses
(1996-7).
The second passage to be examined is Dezafi [2], pp. 270-71, which corresponds to
Dezafi [1], pp. 281-82, and Les Affres, pp. 207-8. All three versions of this passage
have been included in the appendix on pp. 7-9. Unlike the first passage, no text at
all is added to the second passage in Dezafi [2]. Here, comparison of Les Affres with
Dezafi [1] reveals that the French version transforms the Creole passage both
visually and thematically. There are no additions of any kind, but a radical
transformation of the layout has clearly taken place. As in Les Affres, a
degraphicization of the symbols of the coffin and cross of Dezafi [1] is evident; both
99
are done away with, but unlike the transformations of Les Affres where these images
are transposed into words, the actual text of Dezafi [ 1 ] is not altered in any way in
Dezafi [2],
Bold font is used throughout Dezafi [2] to call attention to various portions of the text
and, unlike in Les Affres, there are different font sizes for the parts which are in
emboldened text in order to highlight to different degrees. The second passage from
Dezafi [2] has clearly been emphasized in precisely these ways. Not only is it
presented in some of the largest font of the passage (although not the largest of
Dezafi [2] as a whole), it is also capitalized to make the text stand out. As in Les
Affres, the diagonal text has been horizontalized, but overall the same text in capitals
and a larger, bolder font is here arranged in a more vertical pattern than in either
Dezafi [1] or Les Affres. For example: 'Kalfou-tinginding miromibaV have a line
each in Dezafi [2] and the exclamation mark is turned into a full stop. Where in the
original there is a sentence break indicated between parts of the text, this break is
respected in the vertical arrangement ofDezafi [2] and transposed into a new line and
an indentation for every new sentence.
NOU GADE ANWO.
NOU GADE ANBA.
N AP JANBE KAN-
MENM.
Here, we see that, in each case, the three suspension points have been replaced by
normal full stops, and full stops have also been added to parts of the text where there
were none previously, for example after 'MAYI PILE'. Thus, all the text from p.
281 ofDezafi [1] has been put together in a vertical arrangement, and the text from p.
282 of Dezafi [1] has also been incorporated into the same block of text, which no
longer has a page to itself. The parentheses around '(Bay-kou [...] mak sonje)' have
also been done away with in Dezafi [2], and the punctuation and arrangement of the
two sentences have also been altered to fit the vertical pattern of the rest of the
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passage. But unlike Les Affres, Dezafi [2] respects the original order of the text
which comes on p.281 followed by the text which comes on p.282, whereas Les
Affres displaces the text on p.282 to come before the portion of text originally on
p.281 of Dezafi [1]. This passage in Dezafi [2] thus demonstrates maximal
transformation despite not altering the actual words of the text in any way.
The ending is where the largest and most important additions have been made in
Dezafi [2], This is also where additions most similar to those made by Les Affres in
its transformation of the ending of Dezafi [1] have been made. As in all
Franketienne texts, characterization and plot are deliberately vague. Spirals of
fragmented, far from complete anecdotes are interspersed with abstract passages, and
it is never clear what the full story is. Jerome, who is presented as a fugitive —
presumably from the dictatorship — addresses the assembled group at the end of all
three versions. Both Les Affres and Dezafi [2] add long passages to Jerome's address
to the peasants and the bois-nouveaux (the former zombies who have regained their
consciousness). The conspicuous position of these additions at the end of the text
gives them particular prominence. This third passage is from Dezafi [2], pp. 294-95,
which corresponds to Les Affres, pp. 226-27, and Dezafi [1], pp. 311-12. All three
versions of the final pages have been included in the appendix on pp. 10-12. In what
follows, I show that, in many ways, the gist of the additions made to the passage in
Dezafi [2] is similar to those made in Les Affres, but 1 also underline important ways
in which their versions of Jerome's speech differ. These important differences will
highlight the different emphases of rewriting between Les Affres, which was written
four years after Dezafi [1], and Dezafi [2], which was written almost three decades
after Dezafi [ 1 ].
The most important additions in Dezafi [2] are to be found at the end from 'Ban
mwen yon tichans [...] Nou fek kare goumen'. In contrast to what is added at the end
of Les Affres, none of the additions made to this passage in Dezafi [2] are in the third
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person, nor do they focus on the tone of Jerome's virile voice or on the crowd's
collective reaction in any way. Instead, Dezafi [2] carries straight on with the first-
person address which was started in Dezafi [1], although the first sentence of these
additions 'Ban mwen yon tichans pale ak nou' (give me a little chance to speak with
you) does suggest that Jerome is speaking over a great deal of commotion as
expressed by 'des chahuts' in Les Affres.
In the French version, Jerome does say 'D'avoir vecu comme un lache dans
Fobscurite et le silence, je suis peu digne d'annoncer a la tribu les premieres percees
de l'aube', but in Dezafi [2] Jerome's sense of unworthiness is flagged up in the
second sentence of the additions: 'Mwenmenm Jewom, mwen t ap viv lan fenwa
tankou yon kapon, pi mal pase yon zombi' (As for me, Jewom, I have been living in
the darkness like a coward, worse than a zombie). Here he underlines that although
he was an opponent of Saintil, he spent all of his time hiding in an attic so as not to
be caught. By saying that he was worse than a zombie, he is also drawing analogies
between cowards, zombies, and slaves, and stressing that they all share the same
zombie-like condition as long-suffering and submissive beings put to work by cruel
masters.
Jerome describes his act of hiding in an attic as cowardly: 'Mwen pase egzistans
mwen ap kabicha lan yon galata' (I spent my whole existence hiding in an attic). A
similar analogy between inactivity and an overly long unconscious sleep is also made
in the French version where Jerome says: 'Nous avons deja trop dormi; nous venons
a peine de nous reveiller'. In Dezafi [2], the night metaphor is not as extended as it is
in the French version, but what we see through the focus in Dezafi [2] on Jerome's
feeling of unworthiness is that he feels this way precisely because he associates his
inaction with negative qualities such as lack of consciousness and unreflexivity.
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Unlike in the French version, Jerome in Dezafi [2] does not include himself in this
nou. In Creole, nou corresponds to both the first person plural 'nous' in French, and
the second person plural 'vous'. At this point in Dezafi [2], Jerome is clearly using
nou in its 'vous' sense. He repeatedly stresses his gratitude to the nou / 'vous' to
thank them for their action, whereas he himself did nothing from his attic.
In the French version, Jerome does say that he is not really worthy of addressing
such a crowd 'je suis peu digne...' and in Dezafi [2], this is extended to emphasize
his sense of unworthiness, but he asks specifically for the nou / 'vous' to accept him
as their 'bokote' or leader. In the French version, this issue of the need for a leader is
not touched upon, only the need for collective endeavour. In Dezafi [2], the need for
collective struggle is also emphasized 'Anvi nou lan men nou; li pa lan men pesonn'
(our [here in the sense of 'nous'] desire is in our hands and not in the hands of a
single person). But by then talking of his desire to be their leader, Jerome implies
that they need a person to coordinate this collective nou in order to all work together
in the same direction.
In Dezafi [1], there is already the sense that much remained to be done, in particular
in the two sentences: 'Vouayaj-la long. Vouyaj-la ka dire plizie rekot ak anpil rale-
minnin-vini' (The journey is long. The journey could last several harvests with
many false starts), but in Dezafi [2], this is pleonastically added to by several other
sentences, which nevertheless slightly transfer the stress: 'Batay la panko fini' (the
battle is not yet over, my emphasis) and 'Nou fek kare goumen' (we have only just
begun, my emphases). In particular, the words 'fek' (used in the same sense as the
French 'venir de', to have just done something) and 'panko' added in this 2002
edition ofDezafi suggest that much still remains to be done in 2002.
This is also suggested by a later pleonastic addition: 'Dezafi pa fini' (The cockfight
is not over), which is added alongside, and which obviously has a similar sense to the
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original sentences of Dezafi [1] 'Dezafi pa janm fini. Dezafi pa gin bout' (The
cockfight is never finished. There is no end to the cockfight.) In Dezafi [2], the
present participle marker 'ap' is added to the first of these sentences to form 'Dezafi
p ap janm fini' (The cockfight is never-ending, my emphasis). These three sentences
combine to suggest that in 2002 the Dezafi is still continuing, nothing has changed,
and the need to continue fighting is just as great in 2002 as it was in 1975.
Thus, it is particularly in the final pages of Dezafi [2] that we see most clearly ways
in which the rewriting of Dezafi [1] differs significantly in certain respects from Les
Affres's transformations of the same hypotext. From the much later position of 2002,
the additions made throughout Dezafi [2] draw particular attention to the validity of
the text's symbolism — the cockfights as metaphors for struggle and the zombie
theme — for the situation in Haiti in 2002, almost thirty years since the publication
of Dezafi [1]. To this, 1 would also add that it is because of this much later 2002
vantage point that Franketienne changes the emphasis at the end of Dezafi [2] in
ways which are markedly different from the additions made in Les Ajfres. As has
been noted, the most striking contrast between the two rewritings is that Dezafi [2]
stresses the need for effective guidance from a leader in order to coordinate the
action, in addition to following Les Affres in highlighting the need for an action
which is collective and well planned. This change of emphasis is due, at least in part,
to the fact that both Dezafi [1] and Les Affres were written in the 1970s during the
Duvalierian dictatorship, whereas Dezafi [2] was written in 2002, sixteen years after
the overthrow of Jean-Claude 'Baby Doc' Duvalier in 1986. Added several times
throughout Dezafi [2], we find the verb 'dechouke' and the noun 'dechoukay', words
which do not feature in either of the hypotexts from the 1970s. These are key
additions because 'dechoucage' is the term used to refer to the process which took
place after the end of the dictatorship. 'Dechoucage' means 'uprooting', and the
name suggests an overthrow of everything associated with the government. In
practice, however, 'dechoucage' came to be popularly associated with disorganized,
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uncurbed, widespread, and frequently gratuitous violence.77 This is why, post-
dechoucage, Franketienne emphasizes that the action must lead in a particular
direction, in addition to being strategically well planned.
In his reinterpretation of Dezafi [1] after the overthrow of Jean-Claude Duvalier,
Laroche argues that it is vital to '[rjelire Dezafi et le situer dans un contexte nouveau
elargi'.78 This is precisely what Laroche himself does in his 1987 article 'Dezafi
apres Duvalier' where he rereads Dezafi 'sous le nouvel eclairage' of a post-Duvalier
and post-dechoucage situation from which the political aspects of Dezafi can be
discussed more explicitly than before. But he argues that Dezafi renews itself in new
contexts, and should be reread at the end of the 1980s in the light of other recent
events and the works of other contemporary writers, including Franketienne's own
subsequent oeuvres.79 This is what Franketienne himself has done when he rewrites
Dezafi [1] in Les Affres: he adapts the symbolism of the zombie metaphor to a new
more universal context of slavery and exploitation. As for the changes made at the
end ofDezafi [2], they reflect more conspicuously changes in political circumstances
from 1975 to 2002, and they also bring the work up to date by showing its relevance
to the current situation in Haiti in 2002, stressing that the need for 'dezombification'
persists long after the end of the Duvaliers' rule. Dezafi [2] comes at the end of a
spate of rewritings from the mid-1990s to the present, and, as will be seen below in
chapter two, his very first literary texts Mur a crever and Ultravocal are similarly
renewed from a post-Duvalier perspective after the same period of almost thirty
years. This is also the case in Franketienne's rewriting where not as much time has
elapsed between the hypotext and the hypertext. In chapter three, I examine ways in
which Franketienne's Les Metamorphoses de I'oiseau schizophone, a 1996-7
rewriting of his 1993 text L'Oiseau schizophone, reflects on events in Haiti which
77 See James Ferguson, Papa Doc, Baby Doc: Haiti and the Duvaliers (Basil Blackwell: Oxford,
1987), pp. 134-35.
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have taken place in the interim, while he is rewriting L'Oiseau schizophone: most
notably, coups d'etat, blockades and embargoes against Haiti, and the American
military intervention in 1994. Prominent in Dezafi [2], therefore, is a tendency of
renewing the contextual relevance of his works, which can already be detected in his
earliest rewriting Les Affres from 1979, but which is brought out more strongly in his
subsequent rewritings of the 1990s-2000s.
In the concluding part of this chapter, I shall briefly indicate the main ways in which
the additions ofDezafi [2] follow the spirit of those made throughout Les Affres. The
fact that the changes are so similar supports my argument in the first part of this
chapter that the transformations in Les Affres go far beyond translation into the realm
of rewriting, and that Les Affres marks the start of Franketienne's practice of
rewriting his own texts. But, I also want to show that what has been added
throughout Dezafi [2] reveals several key subsequent developments in Franketienne's
rewriting since the birth of that practice in 1979 with Les Affres.
Many additions in Dezafi [2] give a new emphasis which is similar to that found in
Les Affres. Most notably, the focus shifts inwards to focus on the internal organs.
Repeatedly, the expressions 'jouk lan nannan' (right inside), 'jouk lan mwel' (right
to the marrow), and 'jouk lan zo' (right to the bone) have been added, as well as
numerous added references to noiCs 'trip', 'zantray', 'boyo' (all meaning 'guts'), and
brains (sevel). The pain experienced internally serves as an indicator of nou's
suffering, which is also expressed hyperbolically in the additions:
Nou anba tray madichon devenn kode. (We are writhing in pain from
suffering, curses, and bad luck. Dezafi [2], p. 19)
anba chay pwasenkant (under a massively heavy burden, Dezafi [2], p. 103)
kolik mizere (wretched abdominal cramps, Dezafi [2], p. 112)
Chay [pwasenkant donmaje nous kokobe] nou (A huge burden harms and
cripples us, Dezafi [2], p. 193)
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Beaubrun argues that the added focus in Les Affres on the poverty of people in rural
parts of Haiti in particular is intended for a foreign audience, but we see here that
Franketienne also engages with these issues in Dezafi [2],
As in Les Affres, strings of questions have been added:
Ki sa n ap cheche? (What are we looking for? Dezafi [2], p. 12)
Ki jou n a rive we limye? (When shall we manage to see the light? Dezafi [2],
p. 30)
Kibo la verite boujonnen? Kibo la verite donnen? (Where is truth budding?
Where does truth persist? Dezafi [2], p. 143)
Poukisa ke nou sou bisket? (Why are we so anxious? Dezafi [2], p. 159)
Kiles k ap dechikete lot? [Kiles k ap defresiye lot? Kiles k ap defifare lot?
Kiles k ap dechalbore lot? Kiles k ap defalkatcha lot?] (Who is feeding of his
fellow man? Who is ripping another to shreds? Who is demolishing another
person? Who is disembowelling someone? Dezafi [2], p. 172)
Ki longe chemen nou rete? (How much further do we have to go? Dezafi [2],
p.253)
These insistent questions demand an answer or action, as do the first person plural
imperatives which have been added everywhere throughout Dezafi [2], as they have
in Les Affres'.
Annou appran gade [lwen! Annou appran tande byen!] (Let us leam to see far
ahead! Let us learn to listen wcWIDeza/i [2], p. 45)
[...] kale je ou pou we kote lavi fe jwen. (keep your eyes peeled to look for
signs of life. Dezafi [2], p. 64)
[...] [nou dwe] fougonnen dife a pou li pa mouri (we need to fan the fire so that
it does not go out, Dezafi [2], p. 149)
Annou bat teneb alantou simitye! (Let us fight the darkness around the
cemetery, Dezafi [2], p. 247)
Dezafi [2] also follows Les Affres's more universal comparative understanding of
what constitutes a zombie, as well as following its focus on the need for
consciousness. In Dezafi [2], it is one of the characters, Jerome, who likens his
cowardice and inaction to the condition of the zombie:
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Ofon nou tout se zombi. Mwenmenmtou, mwen se yon zonbi. Depi zan, m ap
viv kachc lan yon galata. Mwen wont tet mwen. (Really all of us are zombies.
Me too, I am a zombie. For years, I have been living in an attic. I am ashamed
ofmyself. Dezafi [2], p. 97)
Mwen pas tante anyen pou mwen soti deyo. [...]. Mwen wont tet mwen.
Gendele mwen anvi touye tet mwen. (I have not tried anything to get outside.
[...] I am ashamed of myself. There are times when I want to kill myself.
Dezafi [2], p. 160)
Thus, Dezafi [2] transforms Dezafi [1] in a very similar way to Les Affres. In
Franketienne's subsequent rewritings including Dezafi [2], he has continued to
rewrite along the lines first indicated in Les Ajfres's transformation of Dezafi [1], by
amplifying the hypotext through massive addition, the formation of new questions,
and changes to thematic focus.
But Dezafi [2] also reflects later developments in Franketienne's practice of
rewriting. Sometimes Dezafi [2] brings out similar themes to Les Ajfres, but does so
by using an aesthetic technique from Franketienne's later rewritings of the 1990s to
2000s. Most notably, Franketienne plays more with words in a manner which recalls
Les Metamorphoses in particular. Often from a single line of original text from
Dezafi [1] he multiplies anaphoric sequences, many of which are variants on the
theme of 'memwa' (memory):
memwa nou anfouye (our memory is distraught)
[memwa nou anfouraye (our memory is ruined)
memwa nou fann pakanpak (our memory is split through and through)
memwa nou defalke (our memory is demolished)
memwa nou kraze miyetmoso (our memory is broken into tiny pieces)
memwa nou fonn (our memory is melting)
memwa nou vapore.] (our memory is evaporating. Dezafi [2], p. 66)
Here, attention is drawn to the unconsciousness of the zombified nou, as it is in Les
Affres, but a technique of intense accumulation has been used, for which Les Affres
does not have an equivalent. Anaphoric sequences like the one above contribute to
the pleonastic effect ofmany of the additions throughout Dezafi [2], and which were
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noted in the first passage drawn from that text. The multitude of anaphoric
sequences beginning with 'memwa nou' forcefully reinforces the lack of autonomous
thinking.
The effect of accumulation is further intensified by the hyperbole, which is
consistently added in every part of Dezafi [2], as it is in Franketienne's other later
rewritings, such as the 1995 versions of Mur a crever and Ultravocal, and
particularly Les Metamorphoses from 1996-7 (see chapters two, three, and four
below). By far the most frequently added expressions throughout Dezafi [2] include
'kokenchenn', 'katafal', 'yon dividal', 'yon flonn', and 'anpil', all of which denote
an immense quantity of something. Other hyperbolizing effects are created by
numerous additions of the prefix 'diset-', which comes from the expression
'swasant-diset fwa diset fwa' indicating an infinite measure of something; and 'pran
che', another frequently recurring addition, which means 'to reach its highest point'.
Energy is also referred to constantly through allusions to 'explosyon' (explosions),
'zekle' (lightning), 'volkan' (volcanoes), and 'seziman' (seizures). All of the
additions refer explicitly to the energy which Franketienne confers onto Dezafi [2]
through hyperbolizing techniques of accumulation.
Dezafi [2]'s rewriting of Dezafi [1] in the context of Franketienne's subsequent
oeuvre is nowhere more apparent than in the way it shifts the focus onto new themes.
The influence of Les Metamorphoses— the last rewriting Franketienne undertook in
1996-7 before Dezafi [2] — is clear in the latter 2002 rewriting's added focus on
carnival, which, as will be seen below in chapter three, is also a major theme in Les
Metamorphoses. But the impact of this, Franketienne's most major rewriting to date,
which will be analyzed in chapter three, is most evident in several added references
to 'bizango', 'vlengbendeng', and 'zenglendo', all of which are Haitian secret
societies explicitly linked in the popular imagination by one defining characteristic
— cannibalism. Along with numerous insertions of the actual term 'kannibal' itself,
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these terms act as a kind of shorthand to designate as cannibals the evil yo (them;
'ils' or 'eux' in French) who are exploiting nou. These brief recurring allusions to
cannibalism are not, however, as multifaceted or developed into the principal
metaphor of Dezafi [2], as they are in Les Metamorphoses (see chapters three and
four below); instead, zombification remains the most important theme in Dezafi [2].
In conclusion, then, Dezafi [2] looks both backwards and forwards across
Franketienne's practice of rewriting from its beginnings in 1979 with Les Affres,
through the spate of rewritings in the mid- to late-1990s, to the situation in Haiti at
the beginning of the 2000s. From this much later position in 2002, it revisits Les
Affres by rewriting Dezafi [1] in a manner which is very comparable. As in Les
Affres, adjectives, adverbs, and a general tendency of amplification are also found in
abundance in the additions ofDezafi [2]. There is an analogous shift of focus in the
principal zombie theme to the need for consciousness, decisive action, and
recognizing the horrors of unconsciousness. Like Les Affres, Dezafi [2] draws
parallels between various zombie-like situations. Throughout Dezafi [2], we also
find the deployment of similar techniques to those used in Les Affres's rewriting of
Dezafi [1], Most notably, strings of insistent questions and imperatives have been
added which appeal to nou to act. These parallels between the rewriting in Les Affres
and Dezafi [2] all demonstrate that similar changes to those made in French can also
be made in the Creole language. Dezafi [2], therefore, confirms retrospectively that
Les Affres is Franketienne's first rewriting because it indicates that the changes made
in this earlier French version are not just necessary for interlinguistic and
intercultural transfer from Creole to French. There is, as I argued in the first part of
this chapter, an accumulation throughout Les Affres of additions which have no
equivalent in the Creole text. But, the principle of accumulation governing
Franketienne's practice of rewriting is unmistakably clearer in the additions ofDezafi
[2] where the build-up of new swathes of text cannot be attributed to inherent
differences between Creole and French. On one level, then, Dezafi [2] looks back on
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his first rewriting Les Affres, but it also imbues Dezafi [! ] with some of the principal
thematic and aesthetic features which have come to characterize his rewriting as he
has developed this practice since 1979: most notably, its thematic focus on
cannibalism and carnival, and the frequent addition of wordplay recall the
predominant tendencies in his rewriting in Les Metamorphoses, which will be
examined in chapter three.
Ill
Mur a crever (1968) - Mur a crever (1995); Ultravocal (1972) - Ultravocal
(1995)
Chapter 2
Renewing the First Works
In this chapter, I examine Franketienne's rewriting of his very first book-length
literary texts, Mur a crever (1968) and Ultravocal (1972) in the 1995 versions of
these texts.1 To an even greater extent than Dezafi [2] from 2002, what has been
added in the revised editions ofMur a crever and Ultravocal after approximately the
same period of thirty years offers a fascinating insight into how Franketienne's ideas
have evolved in the interim, in particular his all-important notion of the Spiral which
has guided him throughout all of his artistic production since 1968. My main aim
here is to demonstrate that Franketienne renews his first works by elaborating further
his very first formulations to do with the Spiral, and by updating political allusions in
both hypotexts from a post-Duvalier position in a way which reflects recent political
and social developments in Haiti. Rewriting itself is also presented explicitly as a
means of revitalizing the earlier texts through fresh hypertextual additions. Among
these new additions, I have identified the important role of linguistic
energy/hyperbolization and deciphering as both themes and processes. It is here that
my notion of literary/postcolonial twists becomes apparent: as processes, deciphering
and hyperbolization clearly display the 'literariness' of Franketienne's rewriting, but
especially the theme of deciphering is embedded within its Haitian context in
general, and the political implications of 'Borlette' (the Haitian national lottery) in
particular. It is also in this chapter that I engage most with current Franketienne
scholarship, arguing that the widespread failure to recognize that rewriting has taken
1 Prior to these texts. Franketienne published five collections of poetry: Au Fit du temps (Port-au-
Prince: Imprimerie des Antilles, 1964); La Marche (Port-au-Prince: Editions Panorama, 1964); Mon
cote gauche (Port-au-Prince: Imprimerie Gaston, 1965); Vigie de verre (Port-au-Prince: Imprimerie
Gaston. 1965), and Chevaux de I'avant-jour (Port-au-Prince: Imprimerie Gaston, 1965).
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place has led to some considerable oversights and misattributions of text to the
wrong editions.
There has been some excellent criticism on Mur a crever and Ultravocal in recent
years. As my critical framework for this chapter, I draw particularly on the studies of
these two texts by Rafael Lucas, Jean Jonassaint, Philippe Bernard, Anne Douaire
and Kaiama Glover. Here I shall focus as they do on those aspects ofMur a crever
and Ultravocal which are most salient: Mur a crever's presentation of the Spiral,
linguistic energy, degradation, plagues of vermin and other strange beasts, and the
depiction of the aptly named character Mac Abre as the incarnation of evil in
Ultravocal. My approach, however, differs from these previous studies, in that it
takes into account the importance of rewriting in the formation of the 1995 versions,
and considers the transformation of all these principal features in the hypertext.
Until now, most critical studies have tended not to distinguish between the different
versions of these texts, either unknowingly as a result of the critic owning only the
later versions or the now extremely rare first Haitian editions of these versions; or
because a critic is aware that rewriting has taken place but has not made it a central
concern of his or her critical work.
The listing of different editions ofMur a crever and Ultravocal has normally been
confined only to bibliographic information in footnotes, where all later editions
following the first ones tend to be recorded as simple re-editions.2 In fact, only the
most recent editions of these texts, both published in France in 2004, are
straightforward re-editions, where the text is exactly the same as in the 1995 Haitian
editions. That is why 1 exclude both of the French 2004 re-editions from my study of
rewriting of Mur a crever and Ultravocal: no actual rewriting has taken place in
them since the 1995 Haitian editions. It is, however, useful to consider them briefly
2 This is the case most notably in Douaire, 'La Fascination du mal', p. 83; Lucas, 'Franketienne,
I'ecriture de la possession et la modernite Creole', pp. 35-54; Lucas, ' The Aesthetics of Degradation',
p. 73.
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here because they will most likely have a considerable impact on the reception of
both texts. Compared with the Haitian 1968 and 1972 first editions ofMur a crever
and Ultravocal, the Haitian 1995 versions have been the easiest to obtain until
recently, and most scholarship on these texts to date is based on this later version of
the text. As a result of the new French 2004 re-editions, the rewritten text of the
1995 edition is now even more widely circulated than before, but because of
significant paratextual changes, which 1 shall outline briefly here, the importance of
rewriting in the formation of these texts risks being ignored by even more critics in
the future.
One reason for the lack of recognition of the importance of rewriting is that, unlike
Les Affres and, to a lesser extent, Dezafi [2], there are no paratextual clues at all to
draw the reader's attention to the fact that Ultravocal has been rewritten, while there
is only one such clue in the 1995 edition ofMur a crever positioned in an extremely
liminal place — an unobtrusive footnote at the end of an allographic preface written
by the publisher Rodney Saint-Eloi, where he notes: 'Cette rendition, la premiere, est
revue et corrigee. L'auteur a tente une experience de re-ecriture qui transforme
sensiblement le texte original.'3 Allographic paratextual elements generally have a
particularly limited lifespan, as Genette observes in Seuils.4 Prefaces written by
someone who is not the author tend to be multiplied from one edition to the next with
an allographic preface written on the occasion of a new edition often replacing the
one from the previous edition. It is precisely in this way that the preface by Saint-
Eloi and the text Mur a crever have parted company since 1995: his preface has been
substituted by one written by Rafael Lucas for the French 2004 re-edition in which
Lucas makes no reference at all to the rewriting which, as 1 shall demonstrate, is such
an important constituent in the evolution from the 1968 version to the 1995 one.
Among Franketienne critics, only Philippe Bernard has acknowledged that rewriting
3
Rodney Saint-Eloi, 'Presentation', in Franketienne, Mur a crever (Port-au-Prince: Editions Memoire,
1995). pp. 7-12 (p. 12).
4 Gerard Genette, Seuils (Paris: Editions du Seuil, 1987), pp. 150-51.
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has taken place in the 1995 editions ofMur a crever and Ultravocal in a couple of
scattered allusions without listing any of these transformations or studying their
effects.5 All other critics, whether they are referring to the 1968 and 1972 first
editions, the 1995 versions, or the French 2004 re-editions, base their interpretations,
either unknowingly or otherwise, on aspects of these texts which are transformed
significantly in 1995, and yet they almost never acknowledge the significance of the
rewriting which has taken place. This causes problems especially with the
interpretation of the political dimensions of Ultravocal, as will be seen towards the
end of this chapter.
To fill this striking gap in Franketienne scholarship, I examine, in what follows
below, the most obvious ways in which both texts have been considerably
transformed through substantial addition in the hypertexts. There are three sections
to this chapter. The first two deal with Mur a crever and Ultravocal respectively,
and in them 1 demonstrate that these texts' very different frames, which were already
prominent in the hypotexts, are brought out far more strongly by significant
additions. What is added reflects later developments in Franketienne's thinking to do
with the Spiral, most notably his notion of ecriture quantique.6 His conception of
how the Spiral can be applied in practice to the very structure of reading and writing,
as well as rewriting the Spiralist work is also further elaborated. Finally, in the third
section, I consider how the themes of hyperbolization and deciphering, which are the
ones brought out most clearly by the reinforcement of the textual frames, also take on
a far greater significance within the context of the rewriting of the whole ofMur a
crever and Ultravocal more generally. It is particularly in this final section that I
engage with the studies of these two texts which form my critical framework for this
chapter. By focusing on those aspects ofMur a crever and Ultravocal which have
5
Philippe Bernard makes only the briefest of allusions to the rewriting that has taken place, and he
does so only in some places and not in others. See Bernard, Reve et litterature romanesque en Haiti,
p. 207, note 10; Philippe Bernard, 'Notes de lecture', Notre librairie, 133 (1998), 111-12 (p. 111).
6 See my working definition ofecriture quantique on pp. 24-25.
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received most critical attention to date, I demonstrate that on all these counts, the
hypertexts have been made particularly hyperbolic and clear by the additions, to the
point where the hyperbolization and deciphering brought out by the individual
supplemented frames provide us with an appropriate framework for understanding
how Franketienne has evolved as a writer in the intervening period of some thirty
years.7
Framing the Transformation of Spiralist Ideas: Mur a crever
In this section on Mur a crever, I examine the transformation in the 1995 version of
Franketienne's presentation of the basic principles of his Spiralist aesthetic.
Spiralism is announced most clearly and at greatest length by a page of pre-text
facing Miir a crever, and especially through a mise en abyme — a writer writing and
a reader reading the same book we are reading. It is to this original mise en abyme
where the main Spiralist ideas are laid out in the hypotext that most of the additions
have been made in the hypertext. By demonstrating in the first part of this chapter
how the original frame of the mise en abyme in the hypotext is developed in the
hypertext, I examine ways in which the numerous additions reflect and offer an
insight into later developments in Franketienne's notion of the Spiral, particularly
that ofecriture quantique,8
Several other Caribbean writers similarly make science converge with their poetics at
around the same time as Franketienne is elaborating his notion of ecriture quantique.
Most notably, the way in which Edouard Glissant, Antonio Benltez-Rojo and Patrick
Chamoiseau draw heavily on Chaos theory offers some interesting pointers to how,
7 As in chapter one, I shall refer to the 1968 and 1995 editions ofMur a crever as Mur [1] and Mur [2]
respectively, and to the 1972 and 1995 editions of Ultravocal as Ultravocal [1] and Ultravocal [2].
8 There is another frame which faces Mur a crever before the text proper (Mur [1], p. 5; Mur [2], p.
13). Unlike the mise en abyme at the centre of the text, this initial pre-text is not altered in Mur [2],
apart from the substitution of 'signes' for 'lignes', nor does it take on a new significance within the
context of the rewriting, as is the case with the barely altered pre-text of Ultravocal [2], which will be
the subject of the next section of this chapter. Therefore, I do not discuss it here.
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in Franketienne, ecriture quantique builds on his earlier ideas to do with the Spiral.
Glissant's move towards an aesthetic of Chaos leads him to take some of his earlier
concepts to a new level, which is also how Franketienne's ecriture quantique
develops his notion of the Spiral. Glissant's recent concept of chaos-monde is based
on the erratic behaviour of deterministic systems analyzed in Chaos theory. In his
elaboration of ecriture quantique, Franketienne shares the main thrust of Glissant's
chaos-monde, which is also that of Benftez-Rojo's borrowings from Chaos science,
namely the particular emphasis on unpredictability, uncertainty, paradoxes, poetic
energy and interactions of relations.9 Above all, by developing the earlier notion of
the Spiral through ecriture quantique in a way which resembles Glissant's
association of the already inherently mobile and open concept of relation with chaos-
monde, Franketienne, like Glissant, places even more stress on dynamism, movement
and poetic force than before.
Spiralisme, a movement formed in the mid-1960s by Franketienne, Rene Philoctete
and Jean-Claude Fignole, was the most important literary movement to emerge from
Haiti during the dictatorship of Francis 'Papa Doc' Duvalier and Jean-Claude 'Baby
Doc' Duvalier (1957-86). Despite their marked aversion to theorizing, the three
Haitian proponents of the Spiral, Rene Philoctete, Jean-Claude Fignole, and
especially Franketienne, have spoken at length about the centrality of the Spiral to
their ceuvre and its significance in articles and interviews.10 But this notion of the
Spiral is best presented by Franketienne's Spiral texts themselves.
9 See the Chaos-inspired passages of Glissant, Poetique de la Relation and Traite du Tout-Monde.
Edouard Glissant, Poetique de la Relation (Paris: Gallimard, 1990); Edouard Glissant, Traite du Tout-
Monde (Paris: Gallimard, 1997). See in particular Edouard Glissant, Introduction a une poetique du
divers (Paris: Gallimard, 1996) where the word 'imprevisible' features particularly prominently.
10 See for example Franketienne's explanation of his notion of the Spiral in a 1992 interview in
Callaloo where he discusses the importance of spirals to biology, geometry, astronomy, and also
points to ways in which he and other writers have applied this dialectical notion to processes of
literary creation. See Franketienne, 'Franketienne', Callaloo, 15.2 (1992), 385-97.
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By means of a prominent mise en abyme in the middle of the novel Mur a crever
(1968), Franketienne introduces us to his aesthetic of the Spiral through the teachings
of the fictional novelist Paulin. Through Paulin's conversations with his alter-ego
Raynand, this substitute for Franketienne justifies his espousal of the Spiral form,
provides the reader with an outline of his conception of the Spiral, and indicates how
the Spiral form manifests itself in his literary texts. He explains that the Spiral is
tantamount to life itself because the Spiral form dominates life and its component
structures at every level. Inspired by nature's oft-repeated paradigm, he adopts the
literary aesthetic he calls 'genre total' which rejects the validity of literary
distinctions between genres such as 'novel', 'play' or 'poem', and instead presents us
with all of these in the same work in an attempt to produce an effect of life-like
totality. 'Genre total' is presented as the literary equivalent of the Spiral, and
therefore as the aesthetic form which best conveys the Spiral in literature because it
emulates the potentially infinite and all-encompassing qualities of the Spiral.
As I noted in the previous chapter on the rewriting of Dezafi [1] in Les Affres and
Dezafi [2], almost all of the original hypotext is carried over into the hypertext where
the original text then tends to be supplemented with swathes of new additions. This
is also the case for both Mur [2] and Ultravocal [2], In the rewritten version ofMur
a crever, the most significant changes are where Paulin discusses the Spiral and
Spiralist writing. That he leaves intact most of the original text in which he first
formulated the principles of Spiralism shows that there remains a strong continuum
in his aesthetic ideas over a period of some forty years. Nevertheless, the additions to
the text within the frame elaborate on the text's original ideas and show how these
ideas have been developed throughout Franketienne's oeuvre. Most of the 1995
additions reflect the way in which his thinking on the Spiral has been developed by
his much later concept ecriture quantique, to which he refers for the first time in
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L 'Oiseau schizophone published two years before the revised edition of Mur a
crever:11
Aucun fixisme ne doit entraver la respiration de Foeuvre qui reproduit les
elans [accelerations et les spasmes] inegaux de la vie. Je prends le pouls de la
spirale que j'inscris en graphes, sur le vif de l'ecriture. [C'est la
pluridimensionnalite au niveau des mots jouant ainsi le role de particules
d'energie sonore en mouvement.] (Mur [2], p. 118; Mur [1], p. 90).
Aussi arrive-t-il que j'enclave frequemment, entre deux points, un unique
mot, pour en faire un nouveau genre de phrase plus forte. Plus rapide. Plus
evocatrice. Plus riche. C'est la phrase nouvelle. Creee a l'aide d'un seal
lexeme [qui joue etrangement le role d'un noyau instable, en perpetuel
eclatement], (Mur [2], p. 121; Mur [1], p. 93).
Raynand, mon ami, nous vivons dans un monde en pleine metamorphose. Un
univers d'incertitudes. La vie elle-meme apparait comme un cinema
d'illusions. La verite, toujours fugace, se refugie souvent a l'envers de ce que
nous appelons la realite. Moi, j'ai choisi de pratiquer le paradoxe et
l'esthetique de l'aleatoire. (Mur [2], pp. 125-26; Mur [1], p. 96).
L'ecriture spiraliste bouscule le temps [et I'espace. C'est une approche
esthetique qui tient a la fois de la relativite et de la theorie quantique], (Mur
[2], p. 172; Mur [1], p. 134).
Paulin's teachings on the Spiral are thus supplemented by the explicit reference in
the last quotation above to how Franketienne's Spiralist aesthetic has been influenced
by modern physics Quantum and Relativity theories. When Paulin describes the
paradoxical and random qualities of his aesthetic, this also recalls Quantum theory,
which is characterized at every level by profound paradoxes, inconsistencies and
surprising results. He also explains that he treats words as constantly moving
particles of energy which interact energetically to create bursts of energy.12 Much of
the second quotation is written in the same short and often ungrammatical sentences,
devoid of verbs, characteristic of the style of'la phrase nouvelle' which Franketienne
" As in the previous chapter, additions have been marked in red.
12 This great iniluence of ideas from modern physics on Franketienne's artistic expression has a clear
parallel with Joyce's gnosis of science, which he incorporates most conspicuously in the 'Ithaca'
episode of Ulysses and in Finnegans Wake, where references to Herzian waves, complementarity and
atomic structure abound, to name but a few examples. Joyce treats letters as photons (quanta of light),
and this is echoed in Franketienne's treatment of words as quanta.
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describes in them. It is the energy formed by the rapid succession of this type of
sentence which is then reinforced by what is added, for example, one addition likens
'la phrase nouvelle' to an unstable nucleus in a perpetual state ofexplosion.
This subversive energy ofecriture quantique is also evoked by the many other added
references throughout the revised edition to energy, fire, light and heat: adjectives
such as incandescent, effervescent, and ardent are tagged on frequently in the
hypertext to the original text, while additions also draw attention to the mass of
energy of the universe, conveyed by the Spiral form which dominates it at every
level:
[...] un nouvel univers gorge d'energie (Mur, 1995, p. 84).
La primaute de l'energie dans tous les phenomenes cosmiques, physiques et
biologiques {Mur, 1995, p. 95).
L'univers est une masse d'energie [...] ou l'homme poursuit son aventure dans
un processus interminable a la fois continu et discontinu {Mur, 1995, p. 97).
'Quantum Writing' expands on the earlier pronouncements to do with the Spiral by
both encapsulating the explosive energy of this Spiral movement and focusing on the
constant dynamic movement from which this energy results, for example:
L'arc capable [mobile et incandescent] de la vie donne des angles si differents
a chaque vision, a chaque minute {Mur [2], p. 88; Mur [1], p. 66).
Et le monde [l'univers] entier est [embarque dans] le boitier [mouvement
infini] de la spirale {Mur [2], p. 125; Mur [1], p. 96).
Additions such as these, in particular the substitution of the more open 'mouvement
infini' for the rather inappropriate 'boTtier', clearly reflect the hypertext's greater
concentration on mobility and energy. This in turn reinforces the principal
characteristics of ecriture quantique.
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Paulin repeatedly stresses that he and his writing possess the revolutionary energy,
constant motion and openness of the Spiral and Quantum theory which so inspire
him. His subversive non-conformism is constantly highlighted throughout the
additions where words like 'rebelle' and 'dissidence' and statements such as
'J'assume ma dissidence' abound. In this respect, one key addition is made to a
portion of the original mise en abyme when Paulin is explaining to Raynand how he
is at a difficult stage in the writing process, spending hours battling with a single
blank page: 'Alors j'abandonne tout. Gagnant mon lit en me disant que la litterature
est une malediction. Et pour moi, la voie la plus sure de l'auto-devoration. Au
suicide' (Mur [1], p. 88). This original statement is very negative about the writing
process and, like most of the hypotext, it is carried over to the hypertext, but in what
is tagged on to the end of the original paragraph in the second edition, Je's rebellious
tenacity is more optimistically underlined: 'Mais le lendemain, je me reveille plein
de fougue. Et je retourne a l'ecriture comme un rebelle plein de rage. Un masochiste
plein de vices. Un megalomane incorrigible. Un zo-bouke-chen!' (Mur [2], p. 116).
Encapsulated here, we find the process of hyperbolization at work throughout many
other hypertextual additions, which similarly evoke fiery ardour in a pleonastic
manner (as is the case in the addition above where the Creole expression zo-bouke-
chen means the same as 'megalomane incorrigible'), often intensifying the effect by
adding words denoting energy, superlative expressions and exclamation marks.
Further ways in which the hypertext tends to make the hypotext more hyperbolic
include the greater number of Creole-based neologisms, as well as sexually and
scatologically-laden vocabulary. Franketienne clearly displays the 'explosion de joie
paillarde' (Mur [2], p. 180), as he describes Paulin and Raynand in an addition on the
same page. Thus, within the same frame of the hypertextual mise en abyme, which
Franketienne uses to describe the notion of ecriture quantique, he also enacts
subversive energy through his use of language in particular.
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Likewise, in the expanded mise en abyme of the second edition, the novelist Paulin
exposes by proxy the rebellious nature of Franketienne's writing, in stark contrast to
prevailing literary norms in Haiti:
Ce qui m'obsede le plus, ce serait de parvenir a m'evacuer de ce bunker qui
emprisonne chacun de nous [...] Reussir a provoquer un declic dans la pensee
du lecteur. [La manipulation par Lecriture pour creer un champ de
communication et forcer les gens a bouger hors des stereotypes et de la
normal ite] (Mur [2], p. 119, Mur, [1], p. 91).
Certains mots. Certaines expressions. A force d'etre remaches. Sur toutes les
levres. Sous toutes les dents. Trempes de bave. Finissent par subir de
veritables erosions qui font qu'ils ne veulent plus rien dire. Etant devenus de la
sciure de bois insipide que l'on se passe ridiculement de bouche en bouche.
[C'est la langue de bois. Le style des putains et des politiciens demagogiques.
L'ecriture inflationniste et debilement anecdotique.] [...] le langage spiraliste,
doue de mobilite, capable par sa fonctionnalite de suggerer Fambiance, de
marquer le temperature, est une heureuse solution a ce probleme [pourrait, en
dynamisant l'intuition, permettre d'eviter le piege du figuratif sterile. II est
temps que la litterature soit liberee de la dictature des dictionnaires et des
grammaires] (Mur [2], pp. 122-23; Mur [1], p. 94).
With this type of assertion, which draws our attention to the dissident writer breaking
with sterile literary traditions and transgressing taboos concerning logic and morals,
Franketienne clearly places himself via his substitute in a long line of literary
movements which have similarly sought to challenge literary traditions. Within the
Haitian, Francophone Caribbean and Latin American contexts, Franketienne shares
this aim of renewing Haitian literature and making it modern with many of the other
main literary movements, including Indigenisme and Marvellous Realism (although
Spiralisme seeks to break from precisely these Haitian movements in some other
ways), Creolite, Negritude, Antillanite, the Brazilian Anthropophagists and
Concretists, as well as a whole host of Franco-European avant-gardist movements,
ranging from the Surrealists to the nouveaux romanciers' Surrealism's influence is
13 Before the Spiralisme movement was formed in the mid-1960s, three main overlapping currents had
dominated the Haitian literary scene: Indigenisme, Marxism, and le reel merveilleux. The
epistemological break with these previous literary trends is most apparent in Spiralisme's rejection of
Indigenisme''s ethnological focus, social-realist plots, explicit Marxist stance, and in its refusal to
celebrate manifestations of nature like the Haitian Marvellous Realists. See Glover, 'Physical
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most apparent in Spiralism's deliberate contravention of rationalism, dictionaries,
and grammars, as well as in its attempts to create linguistic energy through startling
new associations between words and neologisms, a tendency which Franketienne
self-reflexively makes more prominent in the additions listed above.14
The Spiralists have themselves claimed only the nouveau roman group as a direct
influence on their conception of the Spiral.15 This influence is manifest from the very
use of the mise en abyme device which Franketienne uses to propound by proxy the
main principles of the Spiral's aesthetic in literature: by the time Franketienne is
writing the first edition of Mur a crever in 1968, this framing device has been
popularized because of its widespread use in nouveaux romans of the 1950s and
1960s, where examples abound of precisely this type of device in which writers are
writing and readers appear to be reading ostensibly the same book which we are
reading. As for the rejection of the sort of writing which is 'debilement
anecdotique', this also clearly recalls the nouveau roman's challenges to
conventional conceptions of plot in the novel. Like the nouveaux romanciers, the
Spiralists similarly counter traditional approaches to time and character and reject
traditional forms of the novel, seeking instead to invent new forms which are more
capable of reflecting modern reality.
Until now, 1 have focused on the writer en abyme who presents the Spiralist
aesthetic, but the reception of the text is also 'made present' through the mise en
abyme device in both editions ofMur a crever. After his initiation to the Spiral's role
in literature, Raynand asks to read for himself some pages of Paulin's work in
progress. This reader en abyme is confronted with the text for which he will supply
Internment and Creative Freedom', pp. 238-39; Glover, 'Spirali.sme and Antillanite\ pp. 160-2, 165-
8, 184. See Lucas, 'Franketienne, l'ecriture de la possession et la modernite Creole', pp. 42—45.
14 For more on Franketienne's debt to the Surrealists, see Jean-Claude Michel, Les Ecrivains noirs et
le surrealisme (Sherbrooke: Editions Naaman, 1982), pp. 167-68.
15 See Yves Chemla and Daniel Pujol, 'Entretien avec Franketienne', Notre librairie, 133 (1998),
113-17 (p. 116).
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the title Mur a crever in his dying words at the end of the novel. While getting to
grips with this difficult text, which is the same one we are reading, he concludes that
a new type of creative reading is required in response to the innovative writing: 'Une
sorte de quete de la sous-pensee qui reclamerait que la feuille de papier soit partagee
verticalement de deux colonnes: a gauche, le texte de l'ecrivain; a droite, sous forme
d'annotations, les resonances provoquees chez le lecteur.' (Mur [1], p. 135 and Mur
[2], pp. 173-74) Elaborating the principle of creative reading, Paulin imagines here
a type of reading-writing as a stimulus for the reader's own writing. But these
reflections on reading en abyme are augmented by an important addition in the 1995
version, where the need for a more active reader response is developed still further:
'Ou mieux encore, il faudrait pouvoir utiliser la page de gauche pour les jets
d'ecriture, se referant a la fiction. Et la page de droite pour le tournoiement du
monologue interieur et de la sous-conversation' (Mur [2], p. 174). The suggestion is
thus taken further in that the rewriting, and these divisions of the page into right and
left, would enable the reader to add not just one but several layers to the Spiralist
writing — spurts of his own writing in response to what he has read, and swirling
streams of consciousness and 'sous-conversation': the reader's reactions to stimuli in
the dialogue.16 Through this 1995 addition, it is made clear that it is no longer
sufficient merely to respond to a text written by someone else; rather the reader must
react and write a creative passage of his own.17
16 Here Franketienne uses the term 'sous-conversation' which Nathalie Sarraute employs in
'Conversation et sous-conversation' in L 'Ere du soupgon to refer to the effects that other people's
words have on their interlocutor. By using this expression, which is one of Sarraute's central
preoccupations, the considerable influence of the nouveau roman on Franketienne's conception of the
Spiral is again apparent. See Nathalie Sarraute, L'Ere du soupgon (Paris: Gallimard, 1956), pp. 79-
124.
17 This discussion of the reader in the text and of creative reading has resonances of Roland Barthes's
distinction between Visible and scriplible texts, which he explains in S/Z. For Barthes, 'l'enjeu du
travail litteraire (de la litterature comme travail), c'est de faire du lecteur, non plus un consommateur,
mais un producteur du texte.' Roland Barthes, S/Z (Paris: Seuil, 1970), p. 4. According to this
aesthetic programme, then, Barthes insists on the pre-eminence of 'writerly' texts (open 'works in
progress' which can be actively written as well as read in a manner which re-enacts the writer himself)
over those he deems 'readerly' (texts which are bound to a fixed, pre-dctermined reading). What
Franketienne adds here to Mur a crever corresponds to Barthes's definition of'writerly' texts because
the additions invite the reader to become an active participant in the construction of the text, and to
write it anew in his/her turn.
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Accordingly, the format of the three pages of the text-within-the-text, which follow
Raynand's reflections on how best to read, has been altered. In the hypotext, the text
is divided into two rigid columns with the left column in normal font and the right
column in italic font, distinguishing between what is ostensibly the writer's text and
a list of resonances it has a produced in the reader. Such a layout is in keeping with
the 1968 version's model of how to read Spiralist texts. Although the content of the
'text-within-the-text' has barely changed in the hypertext, the transformation of the
layout reflects the direction of the 1995 addition that the reader should produce a
swirling passage of his own. The fragments of text have been laid out one on top of
the other, like the rest of the text ofMur a crever, while the swirling evoked in the
addition is conveyed by the use of different indentations and justifications of the text.
The reader en abyme and the 'text-within-the-text' appear, therefore, as exempla to
the reader of Mur a crever, and combine with the writer's teachings to initiate the
reader to the ways in which Franketienne wishes the Spiralist text to be read.
These additions to the mise en abyme in Mur [2] therefore reflect two important ways
in which Franketienne has evolved as a writer since 1968. His first articulations of
the Spiral have been supplemented with new additions which reflect ecriture
quantique, a notion he first elaborated in the 1990s. The second development is the
increased emphasis ofMur [2] on a more active writing role for the reader of the
Spiralist work. This second transformation of the mise en abyme also reflects
Franketienne's subsequent work after 1968, in particular the explicit invitation to the
reader at the beginning of his 1972 text Ultravocal to read the paragraphs and pages
in any order. Like the intervening 1972 text, Mur [2] thus amplifies the original
focus on reader response of the 1968 version to encourage the reader to participate
more actively in the creation of the oeuvre.
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Ultravocal-. Framing Reading and Rewriting
In close succession to Mur [2], Ultravocal is also rewritten in its turn in 1995..
Unlike the mi.se en abyme ofMur a crever, the framing pre-text of Ultravocal, which
invites the reader to read in a different order from the paginated one, has barely been
altered at all. In this section, I first examine very briefly the effect of the relatively
minor changes and additions to the actual frame of Ultravocal [1] in the 1995
version. This pre-text does, however, take on a special significance within the
context of the rewriting as a whole, I argue, because it frames Franketienne's method
of making copious hypertextual additions throughout Ultravocal [2] and in his other
rewritings. In what follows, I expose the correlation between the directions for
reading outlined in the pre-text of Ultravocal [1] and [2] and Franketienne's own
practice of creative rewriting. This allows me to draw out in the following section
the political contexts of deciphering and hyperbolization, and to address some
misreadings on the part of critics.
Only half a sentence has been added to the original pre-text in Ultravocal [2]:
La production litteraire ne vaut que par la lecture creatrice, celle qui a pour
tache d'agencer, a travers une relative ambigui'te, les divers elements
structuraux de l'ouvrage. Brassage des infinis materiaux du langage.
Fonctionnement complexe [des metaphores et des symboles dans
1'enchevetrement musical des signes,] puisque meme le silence fait partie de
l'oeuvre (Ultravocal [2], p. 7, corresponding to the front cover of Ultravocal
[I])-
This addition further underlines the complex amalgamation of all the structural
elements in Ultravocal. In particular, 'I'enchevetrement musical des signes', in the
same manner as many of the additions of Mur [2], presents Ultravocal as a 'total
work' or Spiral, where music and literary signs are interwoven in a Spiral-like way.
As for the added allusion to the complex functioning of metaphor and symbolism, it
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indicates the insistent accentuation throughout the hypertextual additions of
UltravocaVs main metaphors and symbols, which will be examined below.
Two further minor changes have been made to the pre-text in Ultravocal [2],
Inverted commas have been added to the following sentence: 'Chacun des ['"]espaces
blancsf] represente une porte ouverte, une rupture de sequence' (Ultravocal [2], p.
7, corresponding to the front cover of Ultravocal [1]), which have the effect of
drawing attention to the expression 'espaces blancs'. A further change is the
substitution of "continuum' for 'espace' in the following sentence:
Massif montagneux a plusieurs versants, la Spirale constitue un espaee
[continuum] spatio-temporel dont les elements d'appartenance sont
susceptibles de permutation, de translation, d'extrapolation. (Ultravocal [2], p.
8, corresponding to the back cover of Ultravocal [1]).
In the same way as many of the hypertextual changes to Mur a crever examined in
the previous section, the change of word from 'espace' to 'continuum' allies the
notion of the Spiral more clearly with modern physics, in this case with the trend
which regards time and three-dimensional space as fused in a four-dimensional
continuum containing all events. It also recalls the structure of the universe in James
Joyce's work, which it is normal to describe in terms of 'spatiotemporal continuum',
insofar as the Spiral also conveys the idea of time without boundaries between the
past, present and future, and also presents a fusion of time and space.18 As for the
addition of inverted commas, they isolate and draw attention to the expression
'espaces blancs', in a way which is reminiscent of Mallarme's direction in the
'Preface' to Un Coup de des that a iecteur habile' read the 'espaces blancs'.19 While
the blank space of Ultravocal is less visual than that of Un Coup de des, the subtle
addition of inverted commas around this expression enables Franketienne to
emphasize the important role played by space in Ultravocal: namely, it creates
18
See Eco, The Open Work, trans, by Anna Cancogni (Cambridge: Harvard University Press, 1989),
p. 14.
19
See Stephane Mallarmc, Un coup de des jamais n 'abolira le hasard (Paris: D'Atelier, 1980).
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mobile openings between the paragraphs or 'Spirals' of text. These stronger
evocations of both Joyce and Mallarme in the context of a pre-text which invites the
reader to reposition the paragraphs, or 'Spirals' of text, in any order s/he chooses also
brings more unmistakably to mind Umberto Eco's notion of 'open' works and his
emphasis on the role of the reader.
In an interview, Franketienne has explicitly referred to Eco's notion of the 'open'
work in connection with the spiral: 'La spirale est une ceuvre ouverte au sens ou I'a
decrite Umberto Eco.'20 Eco defines as 'open' those works which call for decisive
collaboration on the part of the reader in making the work. Such works are
characterized, according to Eco, by their 'openness' to 'a virtually unlimited range of
possible readings, each of which causes the work to acquire new vitality.'21 For Eco,
Joyce's Finnegans Wake and Ulysses, Mallarme's Un Coup de des and unfinished
project of the Livre constitute 'open' works par excellence, and he refers to them
constantly throughout The Open Work and The Role of the Reader. Works can be
seen as 'open' through their semantic content— as in Joyce's pervasive paronomasia
— and/or in their material form — as in Mallarme's use of spatialization and
typographical arrangement in Un Coup de des, or in his intention that the Livre
consist of loose and mobile pages open to arrangement by the reader in different
sequential permutations.22 Franketienne's work in general could be described as
particularly 'open' in both of these semantic and material respects.
Above all, it is the 'openness' of UltravocaTs material form which is stressed,
making the overtones of Eco's The Open Work slightly more prominent. In both
virtually identical versions of the pre-text, there is a purposeful strategy of openness
20 Chemla and Pujol, 'Entretien avec Franketienne', p. 115.
21
Eco, The Open Work, p. 21.
22 See Jacques Scherer, Le 'Livre' de Mallarme (Paris: Gallimard, 1977) pp. 58-59. On spatialization
in Mallarme, see Virginia La Charite, The Dynamics ofSpace: Mallarme's 'Un Coup de des jamais
n 'abolira le hasard' (Lexington: French Forum Publishers. 1987); see also Eco, The Open Work, pp.
12-14.
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which invites the reader of Ultravocal to transform and make the work with the
author through a 'lecture creatrice' which is never the same from one reading to the
next. As for the pagination of the text, it is described as a mere guide, a 'systeme de
reperage' from which the reader can diverge as he repositions the segments of text,
rendered mobile by the 'espaces blancs', into a different montage of his choosing.
Throughout this pre-text, it is stressed that every reading of Ultravocal is a
performance which recreates and transforms the text with a multitude of different
readings made possible by the reader's freedom to proceed in any reading direction
whatsoever through the segments or 'Spirals' of text. Repeatedly here, Ultravocal is
presented as no more than a 'projet', a tentative text marked by incompletion with
only a provisional title designed to have multiple resonances, which the reader can
then use for creative purposes in his turn.23 It is in this attempt to free the text from
one compulsory path of reading and to refute linearity that Franketienne aesthetically
seeks to recreate the Spiral form in the structure of Ultravocal.
This need for a more active reader response is also already stressed throughout the
main text of the original hypotext where an errant character Vatel attempts to
decipher the string of enigmatic fragments he finds in gutters from newspapers and
other texts, which are of unknown origin, incomplete, illegible and full of blanks. To
do this, he makes a series of rather absurd guesses about what the complete words
could be, for example:
Vatel reflechit, insouciant des voitures et des pietons qui circulaient dans la
rue. II s'agissait pour lui de reconstituer ce qui avait ete publie dans le journal,
en ajoutant les elements absents. Les hypotheses abonderent. Vendre. Mais
vendre quoi. Vendredi. Vendre la meche. Vendre le chat. Vendre les. Non.
Vendredi sans aucun doute. Les fortes deck Declivites. Declarations.
23 Franketienne further stresses the democratic openness of'lecture creatrice' by indicating that: '[...]
il est souhaitable que le nom de l'auteur figurant ordinairement sur la couverture, loin de se ramener k
l'equivalent d'une etiquette de marchandise, se vide de son contenu mythique, se depouille d'on ne
sait quel hypothetique prestige, et ccsse enfin d'etre l'objct d'un certain fetichisme' (Ultravocal [2], p.
8). There is an obvious paradox here because Franketienne signs both this preface and the text itself
in bold font. His name also figures prominently in capital letters at the top of the cover and on the
title page.
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Declamations. Declinaisons. De quelqu'un. D'un certain Mac. Done
declarations de Mac au moment de son investiture ide. Aide. Laide.
Vide. Impavide. Froide. Bolide. Regicide. Suicide. Je m'y perds, se dit-il.
En 1968, les Americains ont vote. Alors, il s'agit de campagne electorate.
Bien sur. Ensuite, il y a un mi que je n'arrive pas a situer dans la partition. Et
la recherche sur le can Canada. Non. II doit s'agir d'un nom commun.
Recherche sur le canevas. Recherche sur le canape. Sur le cancre. Sur le
canon. Recherche sur le canape. Sur le cancre. Sur le canon. Recherche sur
le candidat. Possible. Peut-etre sur le cannibalisme. Ou sur le cancer.
(Ultravocal [2], p. 148; Ultravocal [1], pp. 166-67).
Nothing at all has been added to the above excerpt in the hypertext, and this is typical
of all the other descriptions of Vatel's attempts at deciphering which are similarly
carried straight over unchanged from hypo- to hypertext.
Thus, unlike Mur a crever where substantial hypertextual additions develop the
hypotext's directions for creative writing and reading, hardly anything has been
added in the hypertext of Ultravocal to the portions of that text which outline and
depict the notion of dynamic 'lecture creatrice'. Nevertheless, although only minor
or no additions have been made in the hypertext to the pre-text and to the examples
of Vatel reading within the main text, the model for creative reading takes on new
significance within the context of rewriting itself.
Throughout the copious additions Franketienne makes in Ultravocal [2], Mur [2],
and his other rewritings, it is as if Franketienne combines the methods for 'lecture
creatrice' that are outlined in the expanded mise en abyme ofMur [2], as well as in
the pre-text and the representations of inventive gap-filling in both versions of
Ultravocal. Although Franketienne does not follow the direction of the pre-text in
Ultravocal to reposition the segments of text into a new order, different from that of
the hypotext, he does rewrite by treating these Spirals of text in the first version as a
set of '[pjlans mobiles' and '[ajxes variables', which are extrapolated in the
hypertext by swathes of new additions. In this, Franketienne can also be thought of
as rewriting along similar lines to the character Vatel: he chooses new words,
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phrases, and sentences to insert into the text and into the 'espaces blancs' between
the Spirals.
This method of creative rereading and rewriting by which Franketienne operates in a
Vatel-like manner becomes glaringly visible when the hypotext and hypertext of
Ultravocal are compared side-by-side. In addition to the blank spaces between the
segments of text, both versions of Ultravocal also contain a conspicuous number of
gaps within the spirals of texts themselves. What is interesting is that these gaps are
located in completely different positions in Ultravocal [1] and [2]. When these gaps
of the two versions are juxtaposed, it emerges that throughout the hypertext
Franketienne tends to create new blanks in different places, and that he also fills in
the original gaps of the hypotext in a similar way to Vatel, either by removing the
gaps completely, or by filling them in with new additions.
First, in order to study where new blanks have been created in Ultravocal [2], these
hypertextual blanks have been put between blue square brackets in the examples
listed below. In many of these examples, the gap created in the hypertext replaces
one or more words from the hypotext:24
Singe paralyse [par le poids d'une] voix bloquee au fond de la gorge, je devine
une issue a l'envers du poeme, quoique souvent monologue persistant [insense]
indechiffrable a moi-meme. (Ultravocal [2], p. 80; Ultravocal [1], p. 91)
[Mac Abre [ ] roi des abimes [ ] jubile en plein chaos], (Ultravocal
[2], p. 113; Ultravocal [1], p. 128)
Tentons d'imaginer [tout] le reste. (Ultravocal [2], p. 163; Ultravocal [1], p.
182)
C'est sa fa?on de fuir [un fil] [comme une ombre] (Ultravocal [2], p. 205;
Ultravocal [1], p. 227)
24 To indicate where this is the case, the words replaced by gaps are in blue font and scored out
between the blue square brackets, which represent the space left in their place. As elsewhere in this
thesis, new additions are denoted in red font and are placed between red square brackets, while
grammatical changes are in green font and between green square brackets.
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[Ujne touffe de mots cries [dam] la plaie ouverte comme un vagin au poignard
de l'orage. (Ultravocal [2], p. 263; Ultravocal [1], p. 290)
Craquent les meubles temoins de la violence occulte et claquent les portes par
bourrades s'en va l'amour d'ou vient le vent de la montagne au-dela [la mer]
en-dega. (Ultravocal [2], p. 303; Ultravocal [1], p. 335)
A Megaflore [lie situee en plein Pacifique] la desolation est generale apres
quarante jours et quarante nuits de panique. (Ultravocal [2], p.306; Ultravocal
[1], p. 339)
Et si au cours de cet itineraire douloureux il advient que nous soyons touches
par la grace pour tenter une synthese, tout notre etre s'illuminef;] [dam] un
cheminement brulant vers la prise de la conscience. (Ultravocal [2], p. 367;
Ultravocal [1], p. 409)
Je tiens dans ma main [ ] [les cles des] cites antiques. (Ultravocal [2], p.
372; Ultravocal [1], p. 414)
From the above list, it is clear that Franketienne tends to do one of three things when
creating gaps in the hypertext: he either replaces some words of the hypotext with a
gap, as is the case in most of the quotations above, or he creates blanks where
previously the hypotext was joined seamlessly together, as in the last quotation.
Occasionally, new additions are added together with new additions; this is the case in
the second quotation above. As in that quotation, many of these additions with
spaces allude to Mac Abre, the incarnation of evil, and blank space often serves to
emphasize how evil and literally unspeakable are his deeds. This use of gaps to
conjure up indescribable horrors can also be seen in quotation four above where 'un
fil' is replaced by a menacing gap, which is then further reinforced by the addition of
'comme une ombre'.
Creating gaps in place of one or more words from the hypotext is a common
tendency in Ultravocal [2], In every case, the blank is approximately the same
length as that of the word(s) left out. This is best illustrated in the examples above
by the gap created in "A Megaflore [ile situee en plein Pacifique]'. Such blanks of
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varying sizes incite the reader to imagine which word(s) could fit into the blank.
These blanks also force the reader to play a more active Vatel-like deciphering role
in other ways too. Without the words which are replaced by the gaps, the sentences
often appear more fragmentary and to make less sense. Very often, prepositions are
left out in the hypertext, such as 'dans' in many of the above examples. That this
incompleteness, which requires a more inventive reading response, is a positive
opening, multiplying possibilities, is highlighted by the creation of blanks
particularly in those sentences of Ultravocal which deal with the imagination. This
is most evident in two of the above, where the effacing of 'tout' and 'dans' creates
gaps in the text positioned close to the words 'imaginer' and 'la prise de conscience',
thus eliciting to an even greater degree the open, unbridled imaginative response
referred to by these surrounding words. Notably, blanks are frequently created in
sentences which refer explicitly to deciphering. The first and last quotations above
are examples of this tendency of creating gaps in sentences which either originally
contained references to deciphering in the hypotext, such as 'indechiffrable' in the
first quotation, or are sentences to which such allusions have been added in the
hypertext, for instance 'les cles' in the final quotation above.
Thus, the creation of new blanks in Ultravocal [2] in different places from
Ultravocal [1] draws attention to the theme of deciphering. Nevertheless, Ultravocal
[2] is less conspicuously marked by gaps in the text than the hypotext. In the vast
majority of cases, these gaps have actually been filled in by the addition of one or
more words. In this, the parallels with Vatel's deciphering are stronger still, but
whereas the creation of gaps puts the onus on the reader of Ultravocal to decipher the
blanks, it is as if the author of Ultravocal is deciphering his own hypotext,
suggesting possible gap-fillers. Listed below are some examples from Ultravocal [2]
where this gap-filling is most in evidence. Here the added words which fill the
hypotextual blanks are in blue font and between blue square brackets:
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Je vous dirai au vol ce qui a pu vous echapper de ces paysages [ephemeres ou
le] hasard [champignonne.] Le mouchoir remue a I'aeroportj. Le temps d']un
amour mort, la poignee de la porte, l'heure marquee a l'horloge[.] [Le souffle.
La] plongee sous-marine [...] [Le] sacerdoce ambigue[.] [L']intelligence servile
du boomerang[.] [Les] vestiges de la nuit primitive[. L]a baie [des aboiements]
[. L]a ville ouverte aux morsures [des cannibales] [.] [Les] moulurefs] [de
Lexil interieur] lieu de revelation et de decision[.] [...] Les dieux [mangent le
silence; et les signes] sur le papier maudit[.] [L'ecriture saigne.] O mon amour
branche a ma memoire, je te donne le gain. Un vent violent venu des entrailles
de la terre [m'entraine vers de lointains espaces. Rhythmes de] cavalerie [en
dechainement et rituel cyclonique. Le vent debraille] ouvre avec impertinence
les livres, les revues, les journaux, les ouvrages inedits[.] [...] Vent
cruciverbiste, instruit de la lutte engagee [dans les tenebres] par le poete. Vent
a la recherche de casiers vierges pour la lessive [du mauvais temps. Nos]
doigts [enfrageles] de poussiere [nuageuse. Nos yeux obnubiles de brume
crepusculaire. Et nos villes decadentes]. Si la parole ne tisse aucun lien entre
les hommes, il ne sert a rien de parler. Certes, ce ne peut etre le cas du poeme,
lieu de rencontres [et de ruptures fecondes.] (Ultravocal [2], pp. 316-17;
Ultravocal [1], pp. 351-52)
Alors j'ai note [l'ignorance] la faiblesse [et la connerie] des betes dans
l'ivresse. {Ultravocal [2], p. 313; Ultravocal [1], p. 347)
La nuit se prolonge jusqu'aux frontieres de la mort[.] [Une chute parfum
d'abime en inflexion d'ivresse a l'elan du vertige. Aventure de] folie.
Sequences de terreur et de rire. [...] Avec rage et determination, couteau entre
les dents, nous nous jetterons a l'eau pour disputer aux sauriens [affames] notre
part de riviere. [...] Gardons-nous de commettre les [desastreuses] erreurs que
nous avons reprochees a la horde des singes drogues, artisans des anciennes
guerres. {Ultravocal [2], p. 314; Ultravocal [1], p. 348)
Ma tete enfouie entre les cuisses de la jument[.] [Spirale express. CoTt non¬
stop. Les tenebres] tournent [dans le lait bleu de la masturbation.] {Ultravocal
[2], p. 320; Ultravocal [1], p. 355)
Espoir [et fleurs du cataclysme] a justifier apres la tempete. [...] Des rumeurs
de voix s'elevent en Amerique[.] [Ivresse des massacreurs aveugles. Triste la
mort] des oiseaux. {Ultravocal [2], p. 340; Ultravocal [1], p. 377)
Unlike the gaps created in the hypertext, the words inserted to fill the gaps do not
usually correspond to the size of the blank spaces in the hypotext, most often the
words are longer in length than the gaps they replace. Often, the choice of words to
fill the gaps is as completely unexpected as those proposed by Vatel within the text.
That this rewriting is an enactment of 'lecture creatrice' is underlined by several of
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the gap-fillers in the above examples, which refer obliquely to the unplanned
provisional ity— 'ephemeres' — of chance in the reading process, and to the positive
'open' role of the blank spaces which they fill — 'le silence', Mointains espaces' and
'ruptures fecondes'. Elsewhere above, the materiality of the rewriting process is also
evoked by the replacement of blank spaces with added references to the writing as
bleeding, and to the eating of signs.25
Rewriting as Vatel-like deciphering is thus evoked by both Franketienne's gap
creation and his filling of blank spaces throughout the hypertext. In microcosm, such
creation and deletion of blanks in the hypertext throws into relief Franketienne's
rewriting practice as a whole, both of Ultravocal and of his other texts, whereby he
adds substantially to what is already in the hypotext, grafting new additions
palimpsestually over the old hypotext, and transforming it significantly in the process
by placing its original elements into new nexuses with the added words and
sentences. These additions decipher the hypotext in Vatel-like fashion because the
new words, sentences and Spirals of text selected by Franketienne to be slotted into
the existing hypotext throw new light onto what is already there. In condensed form,
the gap-fillers listed above also indicate another general tendency among the great
many additions made elsewhere throughout Ultravocal [2] and Franketienne's other
rewritings as a whole: they hyperbolize the extant hypotexts by giving particular
prominence to several of their themes.
In conclusion to this section, although the actual framing pre-text outlining the notion
of 'lecture creatrice' and Vatel's deciphering within the text are barely altered in
Ultravocal [2], these frames are reinforced by Franketienne's gap creation and gap-
filling throughout the hypertext. They also become more general frames for
25
Although there are further additions in Ultravocal \2] which similarly reflect briefly on the physical
nature of the rewriting of the book, such passing allusions are not nearly as pervasive and developed
as in Franketienne's subsequent rewriting, Les Metamorphoses de I'oiseau schizophone. This is
examined in the first section of chapter four.
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understanding how Franketienne rewrites Ultravocal and his other works, which can
be understood as a process of deciphering. By inserting new additions, fresh light is
shed on the hypotext, most often by hyperbolizing its existing themes. Deciphering
and hyperbolization will continue to be the main focus of the final section of this
chapter, which returns to dealing more specifically with the rewriting of Mur a
crever and Ultravocal in the 1995 versions. This section and the previous one have
dealt with the frames of these texts, which are brought out more strongly in the
rewriting. The final section of this chapter will examine how the central themes of
Mur a crever and Ultravocal, which are the focus of almost all critical work on these
two texts to date, emerge strongly in the hypertext precisely because they have been
subjected to these processes of deciphering and hyperbolization in the hypertext.
Deciphering and Hyperbolizing the Themes of Mur a crever and
Ultravocal.
Deciphering and hyperbolization emerge strongly both as themes and as processes of
rewriting through the reinforcement of the textual frames of both Mur a crever and
Ultravocal, as I argued in the previous sections of this chapter. Outside of these
frames, additions made elsewhere throughout both Mur [2] and Ultravocal [2] also
repeatedly stress deciphering and hyperbolization as key themes and as processes by
which the other main themes are brought out more clearly in both hypertexts. In this
section, I examine these additions made outside the frames of Mur a crever and
Ultravocal, focusing in particular on how they serve to clarify and hyperbolize
themes of deciphering, energy, 'Mac Abre' as 'embodiment of evil', hybrid beasts,
malevolent forces of nature, and degradation. In the final part of this section, I make
contextualized interpretations of deciphering and hyperbolization, studying the





Almost all scholarship on Mur a crever and Ultravocal to date has revolved around
(
these central thematic concerns in both texts, but very few of these studies
acknowledge that rewriting has taken place in the formation of the 1995 editions of
both texts, and none of them has commented on the main tendencies or effects of this
rewriting. To attempt to rectify this situation, I engage with the main thematic
studies of both texts, and demonstrate that those themes which have been singled out
for special attention by the main Franketienne critics are precisely the aspects ofMur
a crever and Ultravocal which are transformed most significantly in the hypertexts.
This transformation, 1 argue, is characterized by the deciphering and hyperbolization
of the main themes in the additions of Mur [2] and Ultravocal [2]. Before
considering the deciphering and hyperbolization of the themes of 'Mac Abre' as
embodiment of evil, swarming beasts, evil nature and degradation, I first briefly
outline the other main ways, not covered in the previous sections, in which the
themes of deciphering and hyperbolization are themselves subjected to this process
in both hypertexts.
As most critics have noted, Franketienne's Mur a crever and Ultravocal are marked
by the theme of deciphering and by the idea of energy, especially linguistic energy.26
Notably, Rafael Lucas and Anne Douaire have observed that the profusion of
questions running throughout Ultravocal initiate the reader to deciphering, while
Philippe Bernard alludes to the significance of the theme of deciphering conveyed by
frequent references in Ultravocal to 'Borlette', the Haitian lottery which works by a
series of correspondences between dreams and numbers.27 But these connections
demonstrated by Lucas and Bernard between deciphering, questions and 'Borlette'
take on an even greater significance when considered within the context of the
rewriting. In Ultravocal [2] and, to a slightly lesser extent, Mur [2], a great many
probing questions are added, for example:
26
See in particular Lucas, 'L'Energie linguistique dans l'ceuvre de Franketienne', passim.
27
Lucas, 'Franketienne, l'ecriture de la possession et la modernite Creole', p. 41. On Franketienne's
use of'Borlette' symbolism, see Bernard. Reve el litterature romanesque en Haiti, pp. 241, 242, 245.
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Que reste-t-il enfin de nos espoirs? [...] Que restera-t-il vraiment de nous?
(Ultravocal [2], p. 60; Ultravocal [1], p. 69)
De quel instrument jouent les maringouins par glissades dans le labyrinthe[?]
(Ultravocal [2], p. 108; Ultravocal [1], p. 123)
[Mes cris d'alarme reussiront-ils a emouvoir quelqu'un?] A toucher [une
cible sensible] [?] (Mur [2], p. 17; Mur [1], p. 9)
As-tu brise le cercle infernal du "moi" pour entrer dans la ronde [lumineuse]
du "nous"? As-tu un seul jour essaye de briser le triangle de la limitation?
As-tu veritablement reconnu tes faiblesses? [Qu'as-tu fait de ta vie?] (Mur
[2], p. 169; Mir [1], p. 132)
This interrogatization draws attention to the process of deciphering through which
Borlette also works. New questions are added, sometimes supplementing original
strings of questions from the hypotext. Another tendency, of which the second
quotation above is a typical example, is the formation of new questions simply
through the addition of question marks to existing text. Although the hypotext
already contains many questions, the phenomenon to which Douaire and Bernard
refer, both basing their arguments on the 1995 second edition of Ultravocal without
alluding to the rewriting that has taken place, is one which becomes particularly
prevalent through the creation ofmany new questions in the hypertext.
Bernard, on the other hand, refers throughout his book Reve et romanesque litteraire
en Haiti, his 'Notes de lecture' in Notre Librairie and the 2004 edition of Ultravocal
to the 1972 first edition of the text. This is also the case for two other critics— Jean
Jonassaint and Kaiama Glover— who similarly refer to Ultravocal [1] in their work
on Franketienne. The features of Ultravocal which they choose to study are, I argue
in this section, the ones which are transformed most markedly in Ultravocal [2], For
instance, Bernard notes the importance of recurring references to 'Borlette' in
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connection with deciphering.28 But in fact, a number of key additions have been
made in Ultravocal [2] to the hypotextual passages which deal with 'Borlette'
[...] j'ai du oublier les eventuelles reparations a la borlette des reves d'or mon
mal de tete je m'en suis rendu compte un peu plus tard je courais tres vite
dans mon reve [j'ai 1'habitude des longs voyages a] pas de course [ce rythme
epoustouflant genere le nombre] 93 et son revers 39 [une incontournable
correspondance mystique] au loin un bouquet de pins je voyais apparaitre et
disparaitre les rayures bleues d'un croissant de lune lumiere diffuse qui donne
69 et son revers 96 [...]. (Ultravocal [2], p. 121; Ultravocal [1], p. 138)
II se leva, s'essuya le front. [Pris de vertige, il avait 1'esprit] completement
submerge par un flot de numeros auxquels, en matiere d'esoterisme borlettien
[et de mathematique des imaginaires|, pourraient correspondre [une flopee]
d'elements disparates surgis d'un reve technicolor en cinemascope et long
metrage. (Ultravocal [2], p. 159; Ultravocal [1], p. 178)
— Tonnerre! J'ai reve d'une mangue verte que je devorais a pleines dents.
[Un reve etonnamment transparent dans ses composantes mathematiques.]
J'ai mise dix gourdes sur 27, alors que la terminaison du premier lot est 72.
J'aurais pu gagner cent dollars, ce matin, [si j'avais reflechi quelque peu aux
eventuelles combinaisons des chiffres 2 et 7], (Ultravocal [2], p. 195;
Ultravocal [ 1 ], p. 217)
Les deux jambes du pantalon neuf donnent 18, le troisieme lot. Les quatre
poches du pantalon neuf donnent 36, le deuxieme lot. La braguette du
pantalon neuf, longue de huit pouces, donne 72, le premier lot. [La
multiplication est la cle de I'abondance.] (Ultravocal [2], p. 196; Ultravocal
[1], p. 217)
These additions clearly decipher the original references to 'Borlette' in Ultravocal
[1], which are rather obscure, particularly for the non-Haitian reader. They reveal
that 'Borlette' operates according to a set of precise and yet mystical
correspondences between dreams and numbers. For example, the first quotation
above makes it clear for the reader that a dream to do with running at an amazing
speed generates the number '93'. Most of the above additions further stress that the
numbers are not chosen at random, as might be the reader's conclusion from the
hypotextual passages alone, but that they work instead by mathematical processes,
28 See Bernard, Reve et litterature romanesque en Haiti, pp. 241, 242, 245.
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such as multiplication and inversion, to create new combinations of the two-digit
number conceived initially during the dream. The additions to the 'Borlette'
passages of Ultravocal can therefore be understood as 'deciphering' in two main
ways: at once, they literally decipher for the foreign reader the main principles on
which 'Borlette' is based, and they also draw attention more clearly to the theme of
'deciphering' itself by adding further illustrations of attempts at deciphering to the
original hypotext.
So exact are the correspondences between specific dreams and numbers that there
exist 'breviaires de reves' for 'Borlette', known in Haiti as 'Tchala', which set out
very clearly the series of equivalences. Both versions of Franketienne's Ultravocal
contain a miniature 'Tchala' with a list of dreams accompanied by the numbers for
which they stand.29 The dream bible appears in normal font in Ultravocal [1] (pp.
142^13), but its format is slightly changed when carried over into the hypertext
(Ultravocal [2], pp. 126-27), where it is presented in italic font instead.30 This
change to italic font makes the 'Tchala' stand out more from the surrounding text,
rendering more explicit that it is a text-within-the-text. Two further dreams have
been added to the dream bible in Ultravocal [2]:
Rever de mariage a midi emprisonnement a perpetuite
Ejaculer du sang 22
Politically, these additions are highly significant. As Bernard has pointed out,
Vatel's decision in one original 'Borlette' passage from the hypotext, which remains
unaltered in the hypertext, to place a bet on the number '22' has a political meaning,
as '22' was FranQois Duvalier's fetish number.31 Furthermore, as the Haitian scholar
Emmanuel Vedrine has noted, the equivalence between 'Papa dok, prezidan, 22' is
29
For more on 'Tchala', see Michele Lemoine's film: Tchala, L argent des reves. Dir. Michele
Lemoine, 2002.
30
See appendix, pp. 13-14.
31 See Bernard, Reve et litterature romanesque en Haiti, p. 242. See also Francois Duvalier,
Memoires d un leader du tiers monde (Paris: Hachette. 1969), p. 289.
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the standard one for the number '22' in 'Borlette'.32 Thus, the following quotation
from the hypotext, cited by Bernard, already has overtones of Francis Duvalier
because of the allusion to '22': 'Bon, qa donne 20 et son revers 02. Non, rectifia-t-il,
il n'y avait pas de ballon. Cela correspond plutot a 22. Maintenant, il s'agit de
trouver dix gourdes pour miser sur ce numero' (Ultravocal [1], p. 225; Ultravocal
[2], p. 202). Elsewhere in Ultravocal [2], this evocation of Duvalier through the
'Borlette' number '22' is also pointed to much more clearly by the insertions of this
number to the 'Tchala' within the text, and also by a further addition of '22' to
another passage to do with 'Borlette': Malencontreux hasard. Destin brise [du 22
malefique metamorphose en 88. Dieux de la chance!] (Ultravocal [2], p. 269;
Ultravocal [1], p. 297). Unlike the sole hypotextual allusion to '22' with regard to
'Borlette', these two hypertextual additions associate the number more explicitly
with evil and unpleasantness: it is unequivocally designated '22 malefique' and has
further negative associations through its juxtaposition with 'malencontreux'.
Similarly ominous is the correspondence in the additions between '22' and 'Ejaculer
du sang', and the juxtaposition of the number and the reference to political
imprisonment. The political implications of the additions of Ultravocal [2] as a
whole will be considered more fully later in this section, but it can already be seen
that these insertions of the number '22' decipher the hypotext in a similar way to the
other additions to do with 'Borlette' throughout Ultravocal [2]: that is, they further
decode the significance of the hypotext's references to 'Borlette', and they underline
the importance of the theme of deciphering.
Apart from the added questions and the 'Borlette' references, the additions of
Ultravocal [2] contribute to bringing out the deciphering theme in other ways too.
Most striking are the numerous added allusions to the act of deciphering and finding
keys to profound meaning:
32
<http://www.webster.edu/~corbetre/haiti-archive/msg00477.html> [accessed 24 May 2006],
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II serait infiniment plus intelligent, plus enrichissant de chercher a
comprendre [le sens de la lefon du jour] (Ultravocal [2], p. 23; Ultravocal
[1], p. 25)
[...] nous avons vecu si longtemps [sans en avoir saisi le sens profond]
{Ultravocal [2], p. 25; Ultravocal [1], p. 27)
Elle portait des numeros [illisibles], Vatel entama la lecture de la page
[recto], {Ultravocal [2], p. 201; Ultravocal [1], p. 222)
[...] [decrypte mes fantasmes] {Ultravocal [2], p. 237; Ultravocal [1], p. 262)
Choisir au vol chiffres et symboles {Ultravocal [2], p. 356; Ultravocal [1], p.
395)
Je tiens dans ma main les [cles des] cites antiques {Ultravocal [2], p. 372;
Ultravocal [ 1 ], p. 414 )
More generally, deciphering as a theme and as a process is also given further
prominence by a plethora of words, added everywhere in Ultravocal [2], such as
decrypter, dechiffrer, deduire, decoder, cles, symboles, chiffres, sens and illisible.
While deciphering is a more prominent theme in Ultravocal [1] and [2], deciphering
also figures strongly in some of the additions ofMiir [2], for example:
[La cecite] des gens qui ne savent [comment decrypter les graffiti du temps
qui passe] {Mur [2], p. 18; Mur [1], p. 10)
Me traduire, en dechiffrant les hieroglyphes qui [encombrent ma vision. Les
enigmes qui] m'exasperent. {Mur [2], p. 119; Mur [1], p. 91)
Likewise, although the idea of energy is pervasive in Mur [1] and even more so in
Mur [2], the vocabulary of a considerable number of the additions of Ultravocal [2]
also serves to convey energy more explicitly as a theme and as a process of
rewriting.
All critics agree that certain traits of Franketienne's writing confer a vital energy on
his texts. For example, Lucas identifies 'une strategic quantitative (la persuasion par
le nombre)', which establishes an 'economie de l'abondance' and imposes 'le sens
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par l'accumulation des signifies'.33 Glover describes the 'explosion of the word onto
the page— an accumulation of echoes and phrasal riffs' with reference to Ultravocal
[1], and the crashing effect of nominal phrases created by Franketienne's
characteristically abrupt sentences and 'unbridled accumulation of verbs'.34 And
'une sorte de lancinance' conveyed by techniques of accumulation in Franketienne is
noted by Bernard.3' These manifestations of linguistic energy are all hyperbolized in
the additions ofMur [2] and Ultravocal [2] by the accumulation of pleonasm, and by
the continuation of sequences from the hypotext with very similar words:
[...] le petit cercueil cloue [ferme lugubrement, hermetiquement,] dans la fosse
obscure (Mur [2], p. 49; Mur [1], p. 36)
Que suis-je devenu? Un rate. Un membre inutile. Un vadrouilleur bon a rien.
[Un avadras desoeuvre.] (Mur [2], p. 75; Mur [1], p. 55)
Benediction pour la paire de chaussures qui nous manque[nt]! [Benediction
pour nos vetements usees! Benediction pour les victimes assassinees!
Benediction pour le sang des innocents.] {Mur [2], p. 142; Mur [1], p. 112)
Bande de mediocres! Bande d'assassins! Bande de cons inconscients! Bande
de cabotins impuissants! Vous etes repugnants! [...] Tas de mazinfiins
enfoires! {Mur [2], pp. 190-91; Mur [1], pp. 147-48)
Le pied gauche en avant, ensuite le pied droit. [Le pied gauche. Le pied droit.]
Pour boucler, qui sait, le millieme tour {Mur [2], p. 232; Mur [1], p. 179)
Tant de poids! [Tant de pesanteur nocive!] {Ultravocal [2], p. Ill; Ultravocal
[1], p. 127)
[Traces douloureuses imprimees] par nos doigts casses [coupes mutiles] au ras
de la paume. {Ultravocal [2], p. 144; Ultravocal [1], p. 163)
Insupportable, l'enfer a [sous] nos piedsf, sous nos fesses, dans les entrailles et
dans le crane]. {Ultravocal [2], p. 159; Ultravocal [1], p. 178)
[Un escombruit soudain. Un scandale epouvantable. Un horrible tohu-bohu
interrompit la ceremonie.] Vacarme incomprehensible provenant de l'entree
principale {Ultravocal [2], p. 187; Ultravocal [1], p. 209)
33
Lucas, 'Franketienne, l'ecriture de la possession et la modernite Creole' pp. 47. 49.
34 Glover, 'Spiralisme and Antillanite', pp. 227, 232, 233.
35
Bernard, Reve et litterature romanesque en Haiti, p. 266.
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II [Vatel] eut brusquement envie de pleurer de rage, de se dechirer le visage[. la
poitrine et le ventre][.] (Ultravocal [2], p. 234; Ultravocal [ 1 J, p. 258)
[...] toutes sortes de paroles s'enchevetrent [s'entortillent s'entrepalment
s'encouleuvrent] et se dissolvent au milieu d'un delire general. (Ultravocal [2],
p. 307; Ultravocal [1], p. 340)
The hyperbolizing effects of these pleonastic and enumerative additions are
manifold. Often, they serve to heighten greatly the negativity and sense of
oppressiveness of the original hypotextual sequences onto which they are tagged.
This is the case in almost all of the additions above, apart from the last quotation in
which the repetition underlines instead the more positive spiralling motion of the
words in which the text is written.
Frequently, the pleonasm is augmented still further by the addition of Creole words
which have the same meaning as the French words within the same sequence. For
example, 'avadras', meaning vagabond, almost repeats the 'loafer' sense of
'vaudrouilleur', while 'mazinflin' in quotation four is the Haitian Creole equivalent
of 'connardL Amplification by accumulation is also created by the insertion of
slashes between added words, for example:
Pendue l'image violee[/voilee/devoilee], (Ultravocal [2], p. 89; Ultravocal [1],
p. 103)
Le recensement devoile nos chagrins enfouis au bord des routes
fendues[/fondues], (Ultravocal [2J, p. 123; Ultravocal [1], p. 140)
[...] la millenaire angoisse des horizons bornes[/bouches/barres/plombes],
(Ultravocal [2], p. 152; Ultravocal [1], p. 171)
These slashes do not present the words as alternatives, instead they enable the added
near-homonyms and synonyms to be piled one on top of the other in the shortest
possible space. Thus, Franketienne's generation of linguistic energy through
accumulation and repetition, noted by all the main critics, is in fact most strongly
intensified by hypertextual additions.
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Cumulative linguistic energy is also imparted to both hypertexts by the frequent
hyperbolic replacement of full stops with exclamation marks, and the transformation
of longer sentences from the hypotexts into a rapid succession of'phrases nouvelles'
by the substitution of full stops for many of the commas. This great preponderance
of Franketienne's abrupt 'phrases nouvelles' and exclamation marks can be seen
from most of the quotations listed in this chapter where new punctuation in Mur [2]
and Ultravocal [2] is indicated in green font. Linguistic energy is also explicitly
evoked in the hypertext through the frequent addition of the following words:
energie, eruption, explosion, vivace, ardent, intense, gigantesque, lumineux,
etincelle, feu, effervescent, rebelle, dissidenee, eclatement, flammes, jaillissement,
subversif incandescent, incandescence, creuset, catharsis, eclat, sexe, embrase,
lumiere, feu, and jubilation-, and by verbs, such as: bouillonner, exploser, eclater,
briller, ebranler, expulser, exploser, tourbillonner, virevolter, and s 'entrechoquer.
The scientific underpinnings of Franketienne's later notion of ecriture quantique are
also evoked more frequently in both hypertexts through the added references to
explosions in the nuclei ('noyaux') and the fault-lines ('failles') of the texts.
Apart from these explicit added references to linguistic energy, the text is also
'energetically' hyperbolized through a number of exaggerated textual details and
descriptions. For example in Mur [2], 'sept cents dollars' becomes 'deux mille
dollars' (Mur [2], p. 33; Mur [1], p. 23); 'cinq ans' becomes 'dix ans' (Mur [2], p.
59; Mur [1], p. 43); 'dix dollars par semaine' becomes 'dix dollars par jour' (Mur
[2], p. 60; Mur [1], p. 44), and 'dix mille dollars' becomes 'cent mille dollars' (Mur
[2], p. 154; Mur [1], p. 121). The Haitian hyperbolizing expression 'swasant-diset
fwa diset fwa', meaning an infinite amount of something, is also evoked several
times by the addition of combinations of 'dix-sept', 'soixante-dix' and 'sept', for
example: 'La bete emergeant de la mer porte [soixante-]dix cornes et sept tetes, avec
une gueule de tigrelion' (Ultravocal [2], p. 155). With reference to this passage in
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the 1995 edition of Ultravocal, Rafael Lucas has quite rightly noted the obvious
resonances of the Apocalypse according to St John, where in French we find: 'Alors,
je vis monter de la mer une bete qui avait dix cornes et sept tetes'.36 In fact, the
quotation from Ultravocal [1] is actually even closer to its biblical intertext in the
hypotext, where it reads 'dix cornes et sept tetes' (Ultravocal [1], p. 174). The
addition of 'soixante' in the hypertext hyperbolizes by evoking the Haitian
expression for infinity, thus magnifying the hybrid form and many-headedness of the
apocalyptic monster. This inflation is further hyperbolized by superlatives added
everywhere throughout both hypertexts, of which the most frequent are all the
declensions of 'le plus vif.
Deciphering and linguistic energy are thus themselves subjected to processes of
deciphering and hyperbolization, and many of the additions self-reflexively draw
attention to these processes, making their presence at once stronger and clearer.
Deciphering and hyperbolization are naturally twin processes because when a theme
is brought out more clearly by what is added, the same additions concomitantly tend
to bring out the thematic clusters more strongly as well.
Nowhere is concomitant deciphering and hyperbolization more apparent than in the
copious references to the infamous incarnation of evil Mac Abre added throughout
Ultravocal [2]:
[...] l'espace [rature graphigne de griffes atroces] en contre-haut de la peur en
souvenir du deluge qui jadis nous depassa (magie queue coupee) [au triomphe
olympique des eaux jubilatoires sous le rire de Mac Abre]. [...] les calculs
cyniques [de l'inquisiteur Mac Abre] (Ultravocal [2], p. 56; Ultravocal [1], pp.
64-65)
[...] il vivait au moyenage sous le pseudonyme de Mac Abre toujours arme
d'une egoi'ne il sciait les jambes des supplicies il faisait le metier de scieur de
jambes voyageant de chateau en chateau dans l'exercice de sa profession
parcourant tous les pays mal paye par les seigneurs traversant les siecles a vive
36
Apocalypse, 13. 1. Lucas, 'Franketienne, Tecriturc de la possession et la modcrnite Creole', p. 44.
146
allure cachant sa nudite sous les vetements de ses propres victimes au fond ma
vie serait monotone et inutile sans cctte variete sanglante confie-t-il aux autres
passagers du train c'est pourquoi je suis encore vivant d'utilite publique
d'utilite planetaire malgre mes huit cents ans je pratique un metier passionnant
enrichi d'une gamme infinie de cris [je suis Mac Abre docteur es mal
incontournablef! ] (Ultrccvocal [2], p. 97; Ultravocal [1], p. Ill)
Lamentable contagion qui aneantira le pays des hommes. [Gouffre et drogue.
Et Mac Abre s'en rejouit.] (Ultravocal [2], p. 98; Ultravocal [1], p. 112)
Nous tous, complices de n'avoir rien tente contre les
[ta]ratropouvermouchiques, les rhinoceros, les ravets, les punaises, ies
maringouins, les poux, les mouches, les singes, qui sont venus du fond des
ages. [Et les bagages malefiques de Mac Abre s'accumulent horriblement.]
(Ultravocal [2], p. 103; Ultravocal [1], p. 118)
La, en pleine scatophagie. Jouissant. Chuintant. Les yeux presque fermes.
Humant, dans l'intimite des latrines, le hors-d'oeuvre asperge d'urine. [La
haute cuisine sophistiquee de Mac Abre, grand patron des rattus.] (Ultravocal
[2], p. 104; Ultravocal [1], p. 119)
Alors, nous frissonnons d'epouvante a l'insinuante musique des moustiques
[animant le bal nocturne des fanatiques de Mac Abre]. (Ultravocal [2], p. 109;
Ultravocal [1], p. 124)
Les fleurs se sont tues; les mouches parlent. [Et Mac Abre s'enivre de leur
dialogue interminable par-dessus les immondices fleuries.] (Ultravocal [2], p.
Ill; Ultravocal [1], p. 126)
Les insectes, par leur manie d'emigrer de poubelle en poubelle, ont accru la
tension cruelle aux antipodes. [Les yeux pleins de volupte, Mac Abre joue du
violon pour bercer les zombies de son harem.] (Ultravocal [2], p. 116;
Ultravocal [1], p. 132)
Or le fer coupe le fer taille le fer ronge le fer sur tous les longs chemins ou
passe le grand sorcier Mac Abre. (Ultravocal [2], p. 123; Ultravocal [1], p.
139)
Pantomimes vulgaires. Le cirque devint un lieu de reunion favori [sous la
baguette du celebre metteur en scene Mac Abre]. (Ultravocal [2], p. 143;
Ultravocal [ 1 ], p. 161)
Race de chiens mangeurs de visceres et chatreurs d'hommes. [Race de chiens
feroces instruits patiemment par le virtuose Mac Abre.] (Ultravocal [2], p.
155; Ultravocal [1], p. 174)
Et la foret sans limites[, sous la tutelle du tout-puissant Mac Abre]. (Ultravocal
[2], p. 309; Ultravocal [1], p. 342)
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All critics of Ultravocal have discussed at length the function of Mac Abre as evil
incarnate, but they have done so without making reference to the very significant
differences between Ultravocal [1] and [2]. For example, Bernard notes in his book
that the first appearance of Mac Abre is on page 111, and he mentions this again in
his 2004 preface to Ultravocal without making it clear upon which edition he is
basing the following description ofMac Abre: 'double negatif, le personnage noir du
recit qui se tient cache jusqu'au tiers du livre.'37 But in fact, as can be seen from the
hypertextual additions listed above, Mac Abre is introduced much earlier on p. 56 of
the hypertext, some forty pages before the first appearance of this figure in the
hypotext. As the text of the French 2004 edition is the same as that of the 1995
Haitian edition of Ultravocal, Bernard is mistaken in the observation he makes in the
2004 preface of the prolonged absence ofMac Abre because Mac Abre is introduced
after less than a quarter of both the 2004 and 1995 editions of Ultravocal.
His dastardly presence in the hypertext is then made more ubiquitous by all the other
added references to him above. Often, these additions are tagged onto long
hypotextual passages detailing heinous deeds in general. The explicit naming ofMac
Abre in such contexts serves to attribute this evil more clearly to him, and to
hyperbolize his function as the incarnation ofevil over the past 800 years. Mac Abre
already performs many different roles in the hypertext: sawer of human legs
throughout the Middle Ages, executioner, torturer, overseer of the colonial
plantation, inventor of the atomic bomb and powerful aphrodisiacs, and producer of
highly corrosive urine deployed by the United States in Vietnam. What is added to
the first quotation above widens Mac Abre's functions still further by depicting him
as leading the Spanish inquisition. Elsewhere, a striking addition makes it clear that
Mac Abre is behind the 'Borlette', selling lethally poisonous dreams to Haitians who
cannot afford them:
j7
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Proprietaire : MAC ABRE
Ultravocal [2], p 121
Most significant of all is the addition in bold of 'Proprietaire: MAC ABRE'.38 This
explicit linking of his name with 'Borlette' brings out the negative significance in the
text of 'Borlette' and gambling more generally. Thus, through the insistent
accumulation of additions to do with Mac Abre, it is made clearer that he functions
as the incarnation of evil, his evil deeds are added to, and his evilness is
hyperbolized.
Repeatedly, Mac Abre and his evil deeds are also designated in extremely ironic
grandiose and hyperbolic terms throughout many of these additions, such as
'triomphe olympique', 'docteures mal', 'haute cuisine sophistiquee', 'grand patron',
'celebre metteur en scene', 'virtuose' and 'tout-puissant'. Such mock-heroic
38 Jonassaint notes the significance of this rectangle in Ultravocal [1] as one of only two graphic
details of note in Franketienne's work up to 1993. Jonassaint, 'Beyond Painting or Writing', pp. 143—
44. The other important graphic element in Franketienne's work prior to 1993 is the drawing of the
coffin and the Guede's cross in Dezafi [1] which, as I discussed in the previous chapter, is
subsequently removed from Les Affres and Dezafi [2].
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hyperbole serves, above all, to underline the omnipotence of the evil Mac Abre, and
to stress that he must not be ignored. Also reiterated many times in the additions of
Ultravocal [2] is the portrayal of Mac Abre as sadistically taking great pleasure in
the pain he inflicts on the world through the forces of evil he unleashes. This is
indicated by his perennial, callous smile. It is also spelled out in many of the above
additions that Mac Abre is the evil force responsible for the abundance of
apocalyptic manifestations of degraded nature and strange assortments of vermin.
He is described as the 'grand patron des rattus', as patiently instructing packs of
ferocious dogs, and as guiding the malevolence of the forces of nature.
The interrelated themes of evil beasts, nefarious manifestations of nature and
degradation have all been discussed at length by Franketienne scholars with
reference to Ultravocal, but none of them has noted the contribution made to these
themes by the rewriting in Ultravocal [2], The three themes are already prominent in
Ultravocal [1], but are made much more so by hypertextual additions, where
Franketienne adds new, even more iniquitous beasts, makes the piles of rubbish from
Ultravocal [1] grow even higher, portrays nature as even more vindictive, and
depicts the environment and mankind as even more degraded.
Most critical attention to Ultravocal has centred on the throngs of beasts which litter
that work, most notably the strange hybrid creatures called
taratropouvermouchiques. In this respect, Lucas notes striking similarities with the
long lists of strange beasts in Lautreamont's Les Chants de Maldoror, a text in which
Bachelard counted 185 animals, while Douaire observes intertextual echoes with
similar enumerations of various creatures in Baudelaire's Les Fleurs du Mai?9 But
when Ultravocal [1] and [2] are compared, a significant amplification of
39
For the ways in which Ultravocal evokes Lautreamont's Les Chants de Maldoror, see Lucas,
'Franketienne, l'ecriture de la possession et la modernite Creole', pp. 44, 46; Bernard, Reve et
litterature romanesque en Haiti, p. 220. On intertextual echoes of Baudelaire's Les Fleurs du mat in
Ultravocal, see Douaire, 'La Fascination du mal', pp. 69-72, 81-82.
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UltravocaVs modern-day bestiary has occurred through the additions of the hypotext,
which is most striking where the taratropouvermouchiques are concerned.
Throughout the hypotext, these hybrid creatures are called ratropouvermouchiques-,
while an extra syllable, ta is added at the beginning of the agglutinated word in the
hypertext. Those critics referring to Ultravocal [1] (Bernard and Glover) obviously
speak in terms of ratropouvermouchiques, whereas those referring to Ultravocal [2]
(Lucas and Douaire) write about the taratropouvermouchiques. Both Bernard and
Lucas give the same cipher for the compound word:
Singulier animal que ce ratropouvermouchique composite [...] regroupant en un
seul etre repugnant les tares du rat, du pou, du ver et de la mouche, tout ce
grouillement vermineux, finalement tres 'macoutique'!40
[...] les taratropouvermouchiques, dans lesquels on reconnait les composantes
rat, pou, ver, mouches.41
But 1 would argue that the extra syllable ta added in the hypertext to the beginning of
the original agglutinated word adds another layer of hybridity. In addition to the
other animals, ta evokes the tarantula, particularly through its juxtaposition with rat
in the next syllable. It is the 'deroule kilometrique' of this word
taratropouvermouchiques which makes it appear so monstrous, as Lucas quite
rightly points out.42 The addition of ta obviously lengthens the original name for the
hybrid creatures, increasing their monstrosity. Douaire finds that the 'etrange
sonorite des "taratropouvermouchiques" rappelle l'Heautontimoroumenos',
Baudelaire's poem in Les Fleurs du mal,43 With the extra syllable ta, there is more
of a resemblance between the two words, as they are closer in size and number of
syllables. Thus, the addition of ta to all four original occurences of
ratropouvermouchiques from the hypotext has the effect of increasing the creatures'
hybridity and monstrosity.
40
Bernard, Reve et litterature romanesque en Haiti, p. 222.
41
Lucas, 'Franketienne, l'ecriture de la possession et la modernite Creole', p. 44.
42 Ibid., p. 51.
43
Douaire, "La Fascination du mal', p. 72.
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The taratratropouvermouchiques are also more prominent in the hypertext than their
counterparts, the ratropouvermouchiques from the hypotext, because three further
references to them have been completely added in the hypertext:
Les cimetieres ouvrent leurs bouches noires et fetides [a la voracite des
taratropouvermouchiques enrages], (Ultravocal [2], p. 304; Ultravocal [1], p.
337)
Je dis encore qu'il nous faudra lutter contre la mefiance intempestive dans les
villes investies par les nuages, [les tenebres et les hurlements lugubres des
taratropouvermouchiques]. (Ultravocal [2], p. 348; Ultravocal [1], p. 386)
Nos reves de compensation ont pris corps peu a peu, aneantissant [le festival
des taratropouvermouchiques,] l'antique mascarade des quoah quoah quoah,
la parade des rhinoceros, [le marathon des hippopotames,] le ballet des
mouches, le banquet des chacals et des vautours convies aux partouzes des
singes drogues, des ravets et des poux travestis pour la pantomime [et pour la
mardigrature], (Ultravocal [2], p. 370; Ultravocal [1], p. 412)
Thus, the taratropouvermouchiques appear more frequently in Ultravocal [2], and
these additions also stress the apocalyptic dimension of these creatures by associating
them with words like 'tenebres', 'cimetieres' and 'lugubres'. Their monstrosity is
also stressed by the evocation of their ferocious voracity and rabidness.
In addition to these extra references to the taratropouvermouchiques, other animals,
such as hippopotamuses in the last quotation above, are also added to swell the ranks
of long lists of beasts from the hypotext. Many different species of animal are added
throughout the hypertext, for example:
Les moustiques pullulent dans ce coin. Et je deteste leur piqure, leur musique
aga^ante. [La meringuelle des maringouins. La picadine des betes suceuses.
La phallanguette des flingadors. Et le concert des cigales.] (Ultravocal [2],
pp. 91-92; Ultravocal [1], p. 105)
Les [ta]ratropouvermouchiques designet les rongeurs murides du genre rattus,
qui detestent etre interroges sur leur origine douteuse. Rattus rattus rat noir
vingt-et-un centimetres de longeur queue de vingt-trois centimetres. Les
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croisades. Dieu le veut. [Rattus] museau pointu. Vorace. Rapace. [Rattus]
prolifique. La peste. Mus-rattus. Pillard de grain. Le desastre en cours, en
marche, en course, en vol, se presse sous forme variable. Inassouvissement
[des rattus]. (Ultravocal [2], pp. 103-4; Ultravocal [1], p. 118)
Soudain, il [Vatel] se mit a penser au fleau qui, il y a quelques annees, avait
frappe la region, lors du dernier passage de Mac Abre. Celui-ci, escorte d'une
colonie de lezards [et de sauterelles,] avait devaster en une nuit toute les
plantations. (Ultravocal [2], p. 137; Ultravocal [1], p. 154)
Puis, il [Mac Abre] palpa la plaie vive et en retira un scorpion, un rat, une
couleuvre, un caiman, une araignee geante, un chat noir [une iguane et un
cameleon], (Ultravocal [2], p. 236; Ultravocal [1], p. 260)
Les animaux, tels que les chats, les boeufs, les chevaux[, les chevres, les
pores, les moutons,] ne sont guere epargnes par les morsures de la bete
enragee. (Ultravocal [2], p. 306; Ultravocal [1], p. 339)
[Terre] de peur et de deuil. [Terre infestee par les rats et les pirates.]
(Ultravocal [2], p. 353; Ultravocal [1], p. 392)
[...] les fantomes [et les dragons] marins. (Ultravocal [2], p. 366; Ultravocal
[1], p. 407)
A great range of animals are thus added in Ultravocal [2], including iguanas,
chameleons, grasshoppers, goats, pigs, sheep, rats, dragons and 'maringouins'.
Maringouin, the Haitian Creole word for 'mosquito', pleonastically reinforces the
French word from the hypotext.
These additions draw attention to the iniquity of the beasts throughout Ultravocal,
and also highlight that they are Mac Abre's lackeys in a similar way to added
references concerning the taratropouvermouchiques. For example, they are made to
sound ominous by the sound-play of 'meringuelle des maringouins', and also by the
Haitian words flingadors and phallanguette, which respectively mean
feeble/weakling, and combine phallus and the Creole word for clitoris, langet.
Hyperbolization again takes place clearly through accumulation, which is clearly at
work in the second quotation above where the original word 'rattus' from the
hypotext is inserted many more times in Ultravocal [2], The repeated addition of
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'rattus' stresses the prevalence of these heinous rodents. In other respects, the
additions often serve to emphasize the aggressive ferocity of these beasts, for
example:
[...] les [vilains] insectes qui nous empoisonnent l'existence. (Ultravocal [2],
p. 17; Ultravocal [1], p. 19)
[...] une guerre d'extermination sera livree aux insectes [betes
malcongreuses] dont les bourdonnements nocturnes n'empoisonneront plus
jamais le sommeil de nos enfants. (Ultravocal [2], p. 99; Ultravocal [1], pp.
113-14)
Les rhinoceros sont des mammileres perissodactyles vegetarians, de grande
taille. Corps massif. Tete monstrueuse, lourde, portant une ou deux comes
sur la region nasale [...] La peau dure et rugueuse forme une sorte de cuirasse
atteignant parfois six centimetres d'epaisseur. [Priorite mastodonique de la
massivite. Esthetique mal foutue de la lourdeur amorphe.] (Ultravocal [2], p.
104; Ultravocal [ 1 ], p. 120)
[...] chiens [enrages] (Ultravocal [2], p. 236; Ultravocal [1], p. 236)
[...] Lenlacement mortel des tentacules [venimeux] et des lanieres
[sanglantes]. (Ultravocal [2], p. 331; Ultravocal [1], p. 367)
Ou prolongera-t-elle infiniment la nuit cernee d'insectes criards et de betes
funebres [agressives]? (Ultravocal [2], p. 334; Ultravocal [1], p. 370)
Here, the vile and predatory characteristics of these monsters are magnified, mainly
by the addition of various negative adjectives, such as 'vilains', venimeux',
'sanglantes', and a sinister-sounding neologism 'malcongreuses'. As can also be
seen from the last three sets of quotations, many of the beasts are described by the
additions as 'enrages', an adjective which sums up the dramatic hyperbolization of
these rabid beasts in general throughout the hypertext.
As has already been seen in the examples of gap-filling in Ultravocal [2], nature is
presented as malevolent in Mur a crever and in Ultravocal, and as in league with
Mac Abre in the latter text. In particular, Regis Antoine, Rafael Lucas and Kaiama
Glover have noted that the work of Franketienne, like that of some other Haitian
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writers writing during the widespread repression and worsening social, economic and
environmental situation of the Duvalier and post-Duvalier eras, breaks dramatically
with Indigenisme, Marxism and le reel merveilleux,44 These were the three
overlapping currents dominating the Haitian literary scene before the emergence of
Franketienne's Spiralisme in the mid-1960s. The main difference, as Antoine, Lucas
and Glover observe, is the creation of a new system of representation in which nature
is represented in stark contrast to Marvellous Realism's celebration of the lush
Haitian landscape. Nature is, they note, portrayed negatively by Franketienne in Miir
a crever and in Ultravocal, and in some of his other works too. It is as if'le realisme
merveilleux' were 'dans la flaque', as Regis Antoine puts it in an article where he
discusses how Franketienne's portrayal of nature '[se situe] aux antipodes du
foisonnement pantheistique typique du realisme merveilleux'.45 In other words, all
the positive force of the arbres musiciens, the compere general soleil, the sea, and
the femme-jardin, which are lauded by Jacques Stephen Alexis, Jacques Roumain
and Rene Depestre, have been inverted in Franketienne's work to form instead
elements of a desecrated and nightmarish apocalypse. Sun, sea, trees and hurricane
winds are depicted in Mur a crever and Ultravocal as ferociously attacking the
Haitian people and as joining forces with the repressive regime, as Antoine, Lucas
and Glover all note.46
In this way, Lucas points out in his preface to the 2004 French edition of Mur a
crever that:
[...] le soleil vorace et tentaculaire de Mur a crever s'insere avec plus de
pertinence dans le nouveau paysage litteraire que le soleil pictural de Compere
44
See Regis Antoine, 'Le Realisme merveillcux dans la flaque', Notre Librairie, 133 (1998), 64-72;
Lucas, 'Franketienne, l'ecriture de la possession', pp. 38, 42-44; Rafael Lucas, 'The Aesthetics of
Degradation', Research in African Literatures 35. 2 (2004), 54-74 (pp. 63-72); Glover, 'Spiralisme
and Antillanile\ pp. 160-62, 165-68, 184.
45
Antoine, 'Le Realisme merveilleux dans la flaque', p. 66.
46
See ibid., pp. 66-70; Lucas, 'Franketienne, l'ecriture de la possession', pp. 38, 42-44; Lucas, 'The
Aesthetics of Degredation in Haitian Literature, pp. 63-72; Glover, 'Spiralisme and Antil/anite\ pp.
160-62, 165-68, 184.
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General soleil de Jacques S. Alexis. Le soleil devorant, le vent sadique et les
crabes assassins du livrc de Franketienne prefigurent une cosmologie
dramatique qui tranchera avec la Nature exaltante du realisme magique.47
But these aspects ofMur a crever's depiction of the sun, such as its tentacles, which
Lucas singles out as particularly brutal, are precisely the elements which have been
added in the 1995 Haitian edition Mur [2], This comes out clearly when the
hypertextual additions are highlighted in the passage to which Lucas refers:
Une journee lourde. Chaude. [Suffocante. Epuisante. L'ete accorde ses
batteries.] Suspendu a quelqu'invisible cordage, le soleil ampoule |monstre]
geant, applique un regard j projette ses tentacules] vorace|s] sur les toits, les
rues, les carrosseries, les vitres aveuglantes des automobiles. Avec durete.
Avec ferocite meme. Le soleil ne vieillit pas. Oeil tenace, il est devenu
lumiere errante. Le jour naTt des coulees de larmes jaillies [de l'oeil ardent]
de ce cyclope errant [...] Passe midi, l'oeil grince impitoyablement. S'arme
d'un cercle de dents qui s'enfoncent profondement jusqu'aux os des choses.
[Jusqu'au coeur de la vie si fragile.] Les arbres, les animaux, les hommes
crient grace misericorde. Mais l'oeil brulant, gorge de vitriol, n'entend pas.
II garde ses fins rayons qui percent, dechirent. Aiguilles penetrant jusqu'aux
tripes. Juge impassible, il regarde les vivants mourir a petit feu. Qui done
parlerait de survie? On n'en revient [reviendrait] jamais. [...] On n'en sortit
[sortirait] que plus ecrabouille. [Irreparablement demantibule.] (Mur [2], pp.
99-100; Mur [1], p. 75)
As for the other additions above, they also portray the sun as more hyperbolically
evil. For example, the substitution of 'projette ses tentacules' for 'applique un
regard' portrays the sun as carefully planning its actions in order to achieve the most
destruction down below. It is also described in Mur [2] as a 'monstre' instead of an
'ampoule', and the metaphor which likens the sun to a cyclopean eye is extended
with the addition of'l'oeil ardent', where 'ardent' magnifies the brutal intensity of
the sun's heat. The extent of the destruction which the sun wreaks is then amplified
by one addition, '[jjusqu'au coeur de la vie si fragile', which reinforces the similar
image in the previous sentence of the sun devouring everything on earth to its core.
Likewise, the addition '[i]rreparablement demantibule' pleonastically reiterates that
47 Rafael Lucas. 'Preface', in Franketienne, Mur a crever (Bordeaux: Ana Editions, 2004), pp. 7-11
(p. 7).
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which is already conveyed by 'ecrabouille', namely the sun's razing to the ground of
all life.
More generally, throughout both Mur [2] and Ultravocal [2], many other additions
similarly serve to hyperbolize the malevolence of all manifestations of nature noted
by the critics:
[...] des vents de la demence (Mur [2], p. 20; Mur [1], p. 11)
11 fait jour; mais une epaisse fumee embrume toutes les rues. Enchevetrement
de limailles [ficelles et de tripes. Encordement gluant. Piege] tisse [tout
autour des] objets par quelqu'araignee geante. Voile, le soleil ne brille plus[;]
c'est un oeil rougi de larmes [visqueuses.] (Mur [2], pp. 197-98; Mur [1], p.
153)
Avalasse irresistible (Mur [2], p. 212; Mur [1], p. 164)
[Djemasquer la volee mers qui divaguez [sous les griffes du soleil][!]
(Ultravocal [2], p. 15; Ultravocal [1], p. 16)
[...] poignard sanglant [dans la boue acre] (Ultravocal [2], p. 103; Ultravocal
[l],p. 117)
Pierres affreuses! (Ultravocal [2], p. 192; Ultravocal [1], p. 214)
[...] la ville avalanchee [d'avalasses effrenes] (Ultravocal [2], p. 285;
Ultravocal [ 1 ], p. 316)
Un vent violent venu des entrailles de la terre [m'entraine vers de lointains
espaces. Rhythme de] fea cavalerie [en dechainement et rituel cyclonique. Le
vent debraille] ouvre avec impertinence les livres, les revues, les journaux de
toutes sortes, [les ouvrages inedits] (Ultravocal [2], pp. 316-17; Ultravocal
[1], p. 351)
Sur les plages desertes d'Tles-epaves [les oursins les chardons] les aiguillons
et les dents du sel continuent leurs ravages. (Ultravocal [2], p. 340;
Ultravocal [1], p. 377)
C'est le temps [sauvage] du chiendent. (Ultravocal [2], p. 363; Ultravocal
[1], p. 404)
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Frequently, the above additions draw more attention to cruel and vicious weather,
such as unbridled and demonic winds, cyclones, landslides, deluges, and thick dark
asphyxiating mists, often hyperbolizing original references to these elements of
nature already in the hypotext. Once again, the violent brutality of the sun is
underlined by the added reference to 'les griffes du soled'. Another way in which
manifestations of nature are made insistently to sound more evil throughout both
hypertexts is through the negative adjectives, such as 'rougies', 'acre', 'affreuses',
'effrenes', 'debraille' and 'sauvage' above. More generally still, nature is repeatedly
characterized in both Mur [2] and Ultravocal [2] as 'malefique' and 'malouque'
(imalouk is the Haitian Creole word for evil), and as metastasizing evil like a death-
bringing cancerous growth. Thus, nature is portrayed more hyperbolically as an
agent of devastation throughout both hypertexts, vengefully wreaking destruction on
people and on all other life forms.
An important concomitant theme, again noted by most critics in relation to Mur a
crever and Ultravocal, is that of the widespread degradation resulting from the
sadism of the diabolical natural forces and beasts. In particular, Antoine, Lucas and
Glover have noted the preponderance of images of decay and degradation in these
texts. Such images further contribute to Franketienne's inversion of the descriptive
system of the earlier Haitian literary trend Marvellous Realism to such an extent that
Bernard refers to an 'esthetique du delabrement' in his preface to the French 2004
edition of Ultravocal, while Lucas speaks in terms of an 'aesthetics of degradation'
with reference to Franketienne and some other writers of his generation.48 I share the
viewpoint expressed by Lucas that degradation is a better term to use in this context
than 'delabrement' because, as Lucas puts it, 'degradation seems to take more into
account a progressive and profound process of decomposition.'49 Degradation is also
the most apt term to use in the context of my study of deciphering and
48
Bernard, 'Preface', (Jltravocal, 2004, p. 6. See also Lucas's article with this expression as its title:
Lucas, 'The Aesthetics of Degradation".
49
Lucas, 'The Aesthetics of Degradation', p. 3.
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hyperbolization in the rewriting of Mur a crever and Ultravocal because scenes of
decomposition from the hypotexts are then degraded even more in both hypertexts.
Copious additions further the physical decline of both human beings and the
environment:
Hier soir il t'a recueilii dans un mauvais [tres grave] etat [de delabrement
physique]. (Mur [2], p. 24; Mur [1], p. 15)
[...] Pile d'Hai'ti, indolente [et desesperement chauve] a l'horizon. (Mur [2],
p. 81; Mur [1], p. 61)
Fatigue, il porte difficilement son corps demembre des—suites].]
[Deconstombrance a la suite] d'une mauvaise prison [injuste et horrible
incarceration, longue] de trois mois. {Mur [2], p. 87; Mur [1], p. 65)
La terre, minuscule ponton denude qui aurait servi d'escale sur la route de la
lumiere[, s'essoufle et pantele de douleur], {Mur [2], p. 197; Mur [1], p. 153)
Les objets, que nous avons quelquefois palpes, glissent et s'eparpillent,
ferraille devenue [dechets et poussiere en devenir]. {Ultravocal [2], p. 9;
Ultravocal [1], p. 9)
Compter [les grains de poussiere]. {Ultravocal [2], p. 13; Ultravocal [1], p.
13)
[Un soleil moribond] fait chevroter la cloche [crepusculaire], {Ultravocal [2],
p. 14; Ultravocal [1], p. 15)
[...] ma nageuse des fleuves [avaries] taris [caries peris.] {Ultravocal [2], p.
39; Ultravocal [1], p. 44)
[...] le feu qui prend de Finterieur et qui ravage impitoyablement [le corps]
avant de s'eteindre [au souffle d'un cataclysme], {Ultravocal [2], p. 61;
Ultravocal [1], p. 70)
L'etau du vide se referme sur les poumons [eclates dechires] craches [dans les
poubelles sanglantes] {Ultravocal [2], pp. 93-94; Ultravocal [1], p. 107)
[...] des Ties [chauves] {Ultravocal [2], p. 138; Ultravocal [1], p. 156)
[...] la vilaine plaie qui me ronge le nombril [effroyablement], {Ultravocal
[2], p. 235; Ultravocal [1], p. 260)
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Felure des doigts [calcines] (Ultravocal [2], p. 240; Ultravocal [1], p. 264)
Sur nos corps [deluges] (Ultravocal [2], p. 264",Ultravocal [I], p. 292)
[...] une nuit millenaire a stagnance de lepre ranee (Ultravocal [2], p. 280;
Ultravocal [ 1 ], p. 310)
Ma peau tournee a l'envers [de la deconstombrance], (Ultravocal [2], p. 285;
Ultravocal [1], p. 315)
[...] la memoire des pierres [endommagees], (Ultravocal [2], p. 310;
Ultravocal [1], p. 344)
[Nos] doigts [enfrageles] de poussiere [nuageuse], (Ultravocal [2], p. 317;
Ultravocal [ 1 ], p. 351)
Quand il nous arrive de marcher, notre coeur donne Failure [et la semblance
d'un vieux chien fatigue], Et nous boitons [bouffonnement], (Ultravocal [2],
pp. 365-66; Ultravocal [1], p. 406)
Here, human suffering is made to sound as if it is more serious and still worsening,
and human bodies are portrayed as falling to pieces, quite literally. This degradation
is made particularly prominent by the plethora of added adjectives and adverbs
which describe various body parts as 'deluges', 'endommages', 'enfrageles' and
'calcines', and as suffering 'effroyablement'. Dystopian landscapes are also further
degenerated by these additions. In particular, the two added descriptions of the
island as 'chauve' point to the growing ecological disaster of soil erosion in Haiti.
The country is anthropomorphized in its affliction, with its pain being depicted as so
great that it pants and becomes breathless like a dying human being; while humans
are described as resembling moribund dogs. All natural life is depicted as expiring,
which heralds apocalypse, and the extent of the rot setting in, as well as the decay of
human organs, is heightened intensely by strings of pleonastic additions. For
example, 'avaries', 'caries' and 'peris' hyperbolize the sense of 'taris' from the
original hypotext, and 'eclates' and 'dechires' amplify the sense of 'les poumons
craches'.
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Hyperbolic pleonasm is also added to make the piles of rubbish from the hypotext
grow even higher in the hypertext:
Le glouglou de la deglutination. Le vomissement. Les pets. Les rots. La
defecation. Tout le rituel digestif. Honteuse liturgie alimentaire des [etres
humains. Dechets scories merderies diarrheiques. Vomissures crasses et
cacas.] (Mur [2], p. 64; Mur [1], p. 47)
Je l'ai vu [patauger] dans une boue [flaque boueuse] couleur de [caca]
diarhee, un apres-midi de pluie. (Ultravocal [2], p. 69; Ultravocal [1], p. 79)
[...] ou s'amoncelent tant de dechets, une floperie de saloperies. (Ultravocal
[2], p. 106; Ultravocal [1], p. 121)
Puis, son attention s'arreta a l'eau noiratre qui s'ecoulait, sur toute la largeur
du caniveau, vers la gorge beante de l'egout dont les puanteurs lui montaient
jusqu'aux narines [jusqu'aux poumons, jusqu'au coeur, jusqu'au cerveau,
jusque dans Lame. Intoxication] par de chaudes bouffees [pestilentielles].
(Ultravocal [2], p. 147; Ultravocal [1], p. 165)
Par endroits, la terre s'ouvrait. Les voitures etaient projetees en Lair, a des
dizaines de metres du sol, et retombaient avec fracas au milieu de debris
humains, de morceaux de verre [et de tout un amas d'objets heteroclites.
Charpies et bataclan.] (Ultravocal [2], pp. 181-82; Ultravocal [1], p. 202)
Et l'odeur des immondices cadaveriques [recouvre la ville], (Ultravocal [2],
p. 183; Ultravocal [1], p. 203)
Different words for rubbish — 'dechets', 'saloperies', 'charpies' and 'bataclan' —
are accumulated in these additions, and their quantity is further exaggerated by verbs
such as 'amonceler' and 'recouvrer', and by other indicators of very great amounts:
'tant' and 'une floperie' (youn flop in Haitian Creole means a great amount of
something). Everything is described here as being awash with mud and excrement,
and so the additions also make the passages from Mur a crever and Ultravocal
dealing with rubbish more scatological as well. A sequence is added in the fifth
quotation above, 'jusqu'aux poumons, jusqu'au coeur, jusqu'au cerveau, jusque dans
Lame', which increases the rot and revolting smell in a similar way to the added
pleonasm already examined. As for the addition of 'pestilentielles', it is one of a
number of hypertextual additions indicating the spread of plague-like illnesses,
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caused by the ubiquitous piles of rubbish. Others include, '[vjirage viral intoxique
de bacteries et de venin.' (Ultravocal [2], p. 130; Ultravocal [1], p. 147) and
'[c]ontagion galopante. Contamination generate.' (Ultravocal [2], p. 353;
Ultravocal [1], p. 392), while added words like 's'envenimer', 'poison', 'polluer'
and 'malediction' abound in the hypertext. Such additions depict veritable
explosions of infectious diseases and pollution.
These added descriptions of extensive degradation, along with those of pernicious
beasts and evil manifestations of nature, can be linked to action and resistance, as
Lucas argues convincingly:
The description of degradation is not limited to a nihilist acknowledgment.
The drive to revolt, as a constitutive element of the human condition and
human dignity, and as a means of exorcising the process of degradation,
continues to feed the dreams of the characters. In Zola's nineteenth-century
naturalist works, the degradation of characters derived from a pedagogical
project and a warning (an effort to show damages in order to incite reform
and education). In Haitian works, the writers denounce a scandal and give an
apocalyptic dimension to their tableaux, [...] [which] allows us to see a
veritable mystique of change in the social, physical, and cultural
environment.50
In another article, Lucas argues that Franketienne's repetitive writing techniques,
many of which have been examined at the beginning of this section, provoke 'une
sensation de saturation nauseeuse', and he singles out the possible political
implications of Franketienne's frequent deployment of anaphora, in particular: 'Le
precede anaphorique est egalement utilise pour designer les responsables coupables,
sous forme d'enumeration, comme dans un requisitoire.'51 As I have demonstrated
throughout this section, these aspects of Franketienne's Mitr a crever and Ultravocal
referred to by Lucas — the saturating effect of descriptions of degradation, strange
creatures, evil natural elements, and techniques of accumulation such as anaphora—
have all been subjected to processes of deciphering and hyperbolization when the
50
Lucas, 'The Aesthetics of Degradation', p. 16.
51
Lucas, 'L'Energie linguistique dans rceuvre de Franketienne' (para. 16 of 31).
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texts are rewritten in 1995. In 1995, Franketienne is rewriting his 1968 and 1972
works under very different political conditions to those under which they were first
written. Already by 1972, writers were experiencing a greater degree of artistic
freedom under Jean-Claude Duvalier than had been the case under his father
Francois Duvalier.52 In 1995, the repressive measures of the Duvalierian
dictatorship, specifically directed against writers, are no more, and so Franketienne is
freer to decipher and hyperbolize the political import of his earlier texts. In the
remainder of this section, I shall examine how the 1995 additions make both
hypertexts more politicized.
The extent to which these texts are seen as politicized or depolitized depends on the
edition to which the critic is referring. The confusion about Mur a crever in
particular can be explained by the fact that Lucas, Bernard and Glover are basing
their discussion of this text on the 1995 version, while Jean Jonassaint refers to the
1968 edition in his 1987 interview. In contrast, the 1972 edition of Ultravocal is
already more political than the 1968 text, and so there is less discrepancy between
those scholars basing their critical work on Ultravocal [1] (Jonassaint, Bernard and
Glover), and those who refer to Ultravocal [2] instead (Lucas and Douaire).
Critics often assume, quite wrongly, that the politically significant elements which
they find in the 1995 versions were also already in the 1968 and 1972 editions of
these texts. For example, Bernard remarks in his preface to the French 2004 edition
of Ultravocal: '[...] ce livre, quoique paru il y a plus de trente ans, conserve une
etrange fraicheur.'53 But an important factor in this 'strange freshness' is that the
significant additions made to the hypertext in 1995, which Bernard does not mention,
do indeed 'refresh' the hypotext, particularly from a political perspective. Bernard's
preface to the 2004 edition is entitled 'Preface (15e annee de dictature de Duvalier)',
52
Ferdinand, 'Doctrines litteraires et climats politiques sous les Duvalier', pp. 196, 226.
53 Bernard. 'Preface', Ultravocal, 2004, p. 10.
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and makes no mention of the fact that the edition of Ultravocal he is prefacing has
been updated since Duvaiiers fifteenth year in power (1972). The French 2004
edition is actually based on the revised 1995 Haitian edition, for which Franketienne
made new additions, with hindsight, from the position of nine years after the end of
the Duvaiiers. By examining the political additions of both Mur [2] and Ultravocal
[2], I hope to demonstrate that they serve to decipher and hyperbolize political
elements of both hypotexts.
A number of extremely clear references to dictatorship and politics have been added,
and the Duvaiiers, the repression of their regime and the Tontons Macoutes are also
explicitly evoked:
[L'orgueil analphabete des dictatures qui pietinent les reves des peuples.J {Mur
[2], p. 18; Mur [1], p. 10)
Ecoute-moi. Pars, mon cheri [enfant. Ce ne sont pas des intimidations a la
legere. Gaston est un homme du gouvernement, un tueur de renom. Je t'en
supplie, Raynand. Pars tout de suite.] [...] Ne reste pas ici. Va et oublie
Solange[.] [Oublie] Gaston et tous les autres [cannibales], {Mur [2], pp. 55-
56; Mur [1], pp. 40-41)
Vaste cirque de nains et de clowns. Theatre total de Finsomnie ou regne la
mauvaise conscience. La science, la technique, la litterature, l'art[, la politique,
la guerre][. E]xhibitionnisme [fascinant des spectateurs debiles, souvent
amnesiques][.] {Mur [2], pp. 64-65; Mur [1], p. 48)
Au tribunal de midi, Saint-Nicolas juge les vivants [criminels, les tueurs et les
maitres du pouvoir] qui s'attardent au chantier [du mal] [...] Jamais plus de
museliere! [Jamais plus de camisole! Jamais!...] {Mur [2], p. 164; Mur [1], p.
129)
— Et puis, Raynand, les autres ne sont pas meilleures. Leurs maris, des
pleutres. Des couillons resquilleurs. Des pederastes. [Des contrebandiers.
Des politiciens vereux.] Des agents secrets de puissances etrangeres. Une
engeance decadente. Favorises durant Toccupation americaine, evinces des
avenues du pouvoir, ils gardent la nostalgie du yankee. {Mur [2], p. 185; Mur
[1], p. 143)
Enfin, le dressage du faucon se termine par l'escap, exercice qui a pour objet de
faire connaTtre a l'oiseau Fespece particuliere de gibier [(surnomme camoquin,
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opposant ou dissident)] a la chasse duquel on le destine. (Ultravocal [2], p.
154; Ultravocal [1], p. 173)
Or, ma memoire deshabillee m'est revenue jubilatoire. [...] L'euphorie. Les
polemiques musicales. Compas-Direct. Cadence-Rampa. Lajoie de vivre sur
fond de dictature sanglante. Un carnaval macabre jusqu'au zenith. Les jeunes
militants mouraient par grappes dans les nombreuses tentatives de guerilla,
tandis que d'autres crevaient par suite de mauvais traitements a Finterieur des
prisons sordides dans la solitude de leurs reves. Recettes corsees d'horreurs en
un corps de cauchemars dans la malediction du terrible Fort-Dimanche.
(Ultravocal [2], pp. 204-5; Ultravocal [1], pp. 226-27)
— Comment etait-il, cet etranger?
— Vetu de gris [gros bleu.] Autour du cou, un mouchoir rouge. Une valise
noire a la main droite. [Les levres inpertinentes [,v/c] Et le regard
mechant.] (Ultravocal [2], p. 220; Ultravocal [1], p. 244)
Apart from the more general references to dictatorship, politics and politicians, many
of these additions evoke Francis and Jean-Claude Duvalier and their Tontons
Macoutes very explicitly. For example, one character in Mur a crever, Gaston, is
already presented as a threatening thug in the hypotext, but in the hypertext his
thuggery is politicized in the second quotation above, where what is added spells out
that he is a renowned government-sponsored killer, in other words, a Tonton
Macoute. Mac Abre is also portrayed more clearly as a Tonton Macoute by the
additions in the last quotation above. The substitution of the colour blue for grey
reveals that he is wearing the Tonton Macoute uniform, which consists of a blue shirt
and a red neck tie. Therefore, Mac Abre's personification as embodiment of evil
contains a new more clearly Haitian component. He can no longer be thought of as
an entirely foreign evil-doer, which is how Bernard reads this character, referring
solely to the earlier 1972 Ultravocal [1]:
Le danger qui rode se fond dans Ultravocal en un seul personnage tres bien
nomme: Mac Abre. Le jeu de mot sur l'onomastique prend en compte
Fapparence ecossaise, mais il s'agit clairement d'un produit d'importation
etats-unien. Et ce personnage que l'on doit paradoxalement qualifier de
'noir' dans ce recit, rassemble en lui tout l'univers occulte du pouvoir, et de la
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violence [...]. Cette personnalisation extremement virulente de
l'hegemonisme insolent des Etats-Unis sur tous les pays voisins [....].54
In the hypertext, then, Mac Abre can no longer be seen purely as 'un produit
d'importation etats-unien', and as embodying Thegemonisme insolent des Etats-
Unis'. The addition of the Haitian Tonton Macoute dimension to Mac Abre shows
that he could also be 'noir', as well as evil and white. Importantly, his ethnicity is
never determined in either hypo- or hypertext, and this figure represents evil
incarnate in a way which is beyond ethnicity, and subsequently both white and black
simultaneously.
Duvalier is clearly evoked by the explicit reference to the terrible 'Fort-Dimanche',
the notorious prison he built which became synonymous with his regime. These
hypertextual additions clearly allude to the torture of political prisoners held within
Fort Dimanche, and the political killings of many who attempted to fight against his
rule. Camoquin, the specific term used by the Duvaliers to designate all their
opponents, is inserted conspicuously in the 1995 version. The meaning of this
politically loaded Haitian expression is also deciphered for non-Haitian readers
through the term's juxtaposition with the closest French translations of it: 'opposant'
and 'dissident'. Political opponents of the Duvalier regime are also referred to more
generally throughout the additions ofMur [2] and Ultravocal [2] through allusions to
'manifestants', 'participants' and 'militants actifs'.
Other examples include, most notably, stronger condemnations of President Elie
Lescot and the Haitian bourgeoisie, and clearer and more hyperbolic allusions to the
American Occupation of Haiti of 1915-34. As Jonassaint points out, referring to
Mur [1], the American Occupation is ostensibly the issue in question behind an
allegorical divine army of angels who transform themselves without warning into
diabolical beasts. A number of additions in Mur [2] underline the iniquity of these
54
Bernard, Reve et /literature romanesque en Haiti, pp. 221-22.
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'envahisseurs' and suggest more clearly that they are indeed foreigners from the
United States:
Cette race angelique, selon la rumeur publique, vit dans quelque |une] tres riche
contree au nord du continent. [...] Elle s'envole chaque fois qu'il s'agit de
porter sans retard 1'aide divine aux endroits frappes durement par un fleau
quelconque), ou lorsque la democratic et la paix mondiale sont menacees
quelque part. La divine armee des anges intervient le plus souvent dans les
pays ravages par la guerre et la famine], (Mur [2], pp. 213-14; Mur [1], p.
165)
Memc lcs vieillards, au bord de la tombe, n'ont jamais de leur vivant vu
pareille chose [un pareil phenomene. Un evenement effraYque au dela meme de
rimaginaire.] Un bouleversement total. [Une horrible et soudaine
metamorphose.] Les anges se transforment au crepuscuie en betes effrayantes.
Cornes au front. Griffes crochues. Levres rongees qui laissent [entre]voir des
dents jaunatres, pointues. Leurs batons de messager sont devenus des fourches
mena9antes. lis vociferent une langue hachee[, gutturale, truffee
d'onomatopees], [...] les envahisseurs metamorphoses en [morfreuses, les
fameux et terribles] anges-demons. (Mur [2], pp. 214-15; Mur [1], pp. 166—
67)
— Comme ils sont vilains [...]
— Avec leurs poils roux, ils sont affreux.
— On dirait des cochons mal grattes.
[— C'est une armee d'extra-terrestres.] [...]
— J'ai refuse de croire qu'ils etaient des habitants de la terre.
[— Ce sont des mutants hideux.]
— C'est le grand froid qui leur a cuit la peau.
[— lis viennent surement d'une galaxie lointaine.J (Mur [2], p. 227; Mur [1],
p. 176)
Hyperbolic and pleonastic references to their terrible metamorphosis are added here
— 'morfreuser' is a neologism which also evokes metamorphosis. That the invading
army come from a foreign country is stressed by the added description of their
speech as guttural, and by the comparison made between them and extraterrestrials
from a distant galaxy. In the first quotation above, they are made to sound as if they
come from a major foreign power in the habit of deploying troops to neighbouring
countries. Here, the humanitarian pretext for such military interventions is given,
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and this false benevolence makes their subsequent transformation into demons all the
more terrible.
Franketienne's choice of verb in this quotation — intervenir — and the clearer and
more hyperbolic depictions of foreign 'anges-demons' are also highly significant
because they evoke the United States Intervention in Haiti from 1994-5, in which
20,000 US-troops were once more deployed to Haiti, just before the publication of
Mur [2] in January 1995. In particular, the added reference to the angels'
intervention to restore democracy wherever it is needed specifically recalls the
humanitarian rationale for the intervention, whose code name was 'Operation Uphold
Democracy'. Both the hypo- and hypertextual representations of these 'anges-
demons' invaders are depicted in a strikingly atemporal way, which encourages the
reader to see a timeless continuation at work in the invaders' actions. Here in
embryo, we find in the 1995 hypertextual additions ofMur [2] an idea which will
then be substantially further developed in Franketienne's next rewriting, where it
becomes a central thematic concern in his representations of cannibalism. When
Franketienne rewrites L'Oiseau schizophone (1993) to form Les Metamorphoses de
Voiseau schizophone (1996-1997), he makes copious additions which explicitly
stress unchanging repetition in aggressive United States designs on Haiti between the
earlier American Occupation and the more recent (and post-Z, 'Oiseau schizophone)
American intervention, as will be seen in the next chapter. These clearer parallels
drawn between the Occupation and the intervention are part of a cycle of greed and
conquest, which Franketienne depicts as a type of cannibalism of Haiti, whereby the
country is devoured by aggressive outside forces, but also by corrupt Haitian-born
politicians.
Again in this respect, the additions made in Mur [2] and Ultravocal [2] prefigure, to
a certain extent, Franketienne's subsequent addition of the cannibal metaphor in Les
Metamorphoses. Already in Mur [2] and Ultravocal [2], some additions are made
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which depict corrupt evil-doers as cannibals, for example: 'Cheveux dresses en
flammes par les avaleurs de feu qui souhaitent que dure la nuit tribale [des tueurs
cannibales]' (Ultravocal [2], p. 29; Ultravocal [1], p. 32); 'En Iiesse les lombrics
[devoreurs des clitoris et] mangeurs d'yeux' (Ultravocal [2], p.303; Ultravocal [2],
p. 336), and 'La ville ouverte aux morsures |des cannibales]' (Ultravocal [2], p. 316;
Ultravocal [1], p. 351). It is really only in Les Metamorphoses, however, that the
cannibal metaphor becomes really pervasive and its symbolism is developed in a
number of different ways. In these respects, Les Metamorphoses, Franketienne's
next rewriting, can be thought of as deciphering and hyperbolizing in its turn these
more latent uses of the cannibal metaphor and references to the United States
intervention from Miir [2] and Ultravocal [2].
In conclusion to this chapter, I would like to emphsize that Franketienne renews his
first works by bringing certain aspects of them up to date. Most notably, his Spiralist
ideas are developed along the lines of his later thinking on the Spiral and ecriture
quantique, and the political symbolism of both works is updated and made stronger
and clearer. The reinforcement of framing devices in both Mur a crever and
Ultravocal draws the reader's attention to the rewriting that has taken place, and also
makes it clearer that Franketienne has rewritten Mur a crever and Ultravocal
following the directions for creative reading and writing outlined in the frames of
both hypertexts. When Mur [1] and [2] and Ultravocal [1] and [2] are compared, it
emerges that energy and deciphering, which are important themes in the prominent
frames ofMur a crever and Ultravocal respectively, take on new significance in both
hypertexts where they are further developed as themes. They also emerge as two key
processes to which Mur [1] and Ultravocal [1] have been subjected in the rewriting.
These processes have emerged most strikingly in this chapter from my examination
ofways in which the main thematic concerns of both texts have simultaneously been
brought out more clearly and strongly.
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In the next chapter on the more major rewriting still, Les Metamorphoses de I'oiseau
schizophone (1996-7), I shall examine, above all, Franketienne's deciphering and
hyperbolization of the theme of cannibalism in that rewriting, which consistently
amplifies the odd, more latent references to cannibals which can be found in the
intervening 1995 rewritings which have been the subject of this chapter. As in Mur
[2] and Ultravocal [2], additions made in Les Metamorphoses give particular
prominence to the processes according to which Franketienne has rewritten the work.
These processes of rewriting in Les Metamorphoses will be the subject of the final
chapter of the thesis. In Les Metamorphoses, deciphering and hyperbolization are
similarly brought out more clearly and strongly, and they are also supplemented there
by two further processes of rewriting, those of 'recapitulation' and 'cannibalization'.
Returning to the Spiral and ecriture quantique, as he does in Mur [2], Franketienne
goes even further in what he adds in Les Metamorphoses towards summarizing and
restating the main points of these concepts. Cannibalization is presented as an
aesthetic practice which emerges as a result of copious added references to rewriting
the text by eating and regurgitating it. Thus, the final two chapters of this thesis will
focus to a large extent on cannibalism, which at once emerges in Les Metamorphoses
as the most prominent theme, and also as the central process involved in the
rewriting of L 'Oiseau schizophone.
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To examine the great prominence given to the theme of cannibalism in Les
Metamorphoses, this chapter identifies the main strategies Franketienne uses when
he plays with the stereotypical matrix Haitian = cannibal at the level of his
characters. My aim here is to demonstrate that the many added references to
cannibalism in Les Metamorphoses serve to depict all of Haitian history from
colonial times to the present as being stuck in the same vicious circle of corrupt
power. It is the exploitation Haiti has suffered at the hands of colonial and post-
colonial, foreign- and Haitian-born rule which is graphically depicted throughout the
hypertextual additions as tantamount to acts of cannibalism. Franketienne's
redeployment of cannibalism will be briefly contextualized in the light of theories
and critical work to do with colonial stereotypes, and other Caribbean and Latin
American writers' treatment of history. The first part of the chapter deals with
Franketienne's inversion of the cannibal stereotype, which he projects instead onto
the material consequences of the actions of foreign powers. His more complicated
use of the same cannibal stereotype in many added depictions of Haitian-born leaders
since 1804 then forms the focus for the second part, where I argue that Franketienne
is insisting on a contextual specificity of rumours to do with cannibalism in Haiti.
Finally, I examine the extremely carnivalesque debunking of Haitian 'cannibal'
leaders, which also takes place in the additions ofLes Metamorphoses.
For my examination of Franketienne's deployment of stereotypes to depict
representatives of foreign colonial and neo-colonial powers and post-1804 Haitian
leaders as cannibals, two studies will be of key importance: J. Michael Dash's
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literary survey of American stereotypes of Haitians and Haitian stereotypes of
Americans; and Laennec Hurbon's identification of the simple opposition between
barbare / civilise as the linchpin of stereotypes to do with Haiti.1 The type of
stereotype Franketienne is inverting can be found in the books about Haiti from
various periods, which are analyzed by Dash and Hurbon. As they have
demonstrated, there is a relentless repetition in Western texts about Haiti of
references to and literary representations of Haitian barbarity, in which Haitian
cannibalism figures prominently. Some of the most lurid examples of this type of
representation can be found in Spenser St John's Hayti or the Black Republic (1884),
Hesket Prichard's Where Black Rules White: A Journey Across and About Hayti
(1900), and John Craige's unsubtly titled Cannibal Cousins (1934).2 Dash, in
particular, refers repeatedly to Edward Said's Orientalism when charting the
'congealing' process in these texts whereby stereotypes about Haiti harden and
become fixed in Western popular and literary imaginations.3
In Orientalism, Said argues that the purpose of depictions of the backwardness,
barbarity, or decadence of the non-Western world is that by doing so the colonial
powers can affirm their own claims to being civilized, and to be bringing civilization
to the rest of the world. Several perspectives from Said's Orientalism are also very
enabling for my study of Franketienne's reappropriations of the cannibal stereotype.
1 J. Michael Dash, Haiti and the United States: National Stereotypes and the Literary Imagination,
2nd ed. (Basingstoke: Macmillan, 1997); Laennec Hurbon, Le Barbare imaginaire: sorciers, zombis et
cannibales en Haiti ( Paris: Cerf, 1998).
2
Spenser St John, Hayti, or, the Black Republic (London: Smith, Elder & Co., 1884); Hesketh
Prichard. Where Black Rules White: A Journey Across andAbout Hayti (Westminster: A. Constable &
Co., 1900); John Craige, Cannibal Cousins (New York: Minton, Balch & Co., 1934). Other examples
from Dash and Hurbon's corpus of texts which demonize Haiti and Haitians include: Faustin Wirkus,
The White King ofLa Gonave (Garden City, NY: Doubleday, Doran & Co., 1931); John Craige, Black
Bagdad: The Arabian Nights Adventures of a Marine Captain in Haiti (London: Stanley Paul, 1933);
Bernard Diederich and A1 Burt. Papa Doc: Haiti and its Dictator (London: Bodley Head, 1970);
Robert Rotberg, Haiti: The Politics ofSqualor (Boston: Houghton Mifflin, 1971); Robert Heinl and
Nancy Heinl, Written in Blood: The Story of the Haitian People, 1492-1971 (Boston: Houghton
Mifflin, 1978); Wade Davis, The Serpent and the Rainbow (New York: Simon and Schuster, 1985),
and Wade Davis, Passage ofDarkness (Chapel Hill and London. University of North Carolina Press,
1987).
'
Dash, Haiti and the United States, passim.
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Most notably, the clear link Said makes between the imaginative assumptions of
'Orientalist' discourse and material consequences finds a striking echo in
Franketienne's exposure of the repercussions of stereotypical formulas about Haitian
cannibalism, such as the American Occupation of 1915-34, the international
embargo of 1991^1, and the United States-led intervention in Haiti of 1994-5. As
will be seen below, Franketienne is also playing with the legitimating dimension of
the stereotypes, explored by Dash, to do with Haitian barbarity and cannibalism.
According to Dash, such stereotypes are set up, like the Orientalist representations
examined by Said, in binary opposition to Western 'civilization', and function by
justifying Western colonial or neo-colonial rule of Haiti.4 These are the aspects of
Said's readings ofOrientalist discourse which are most applicable to my examination
of Franketienne's redeployment of the cannibal stereotype in his portrayal of foreign
colonial and neo-colonial characters as cannibals. Nevertheless, one of the major
criticisms of Said's Orientalism — namely, that his work does not consider the
resistance through alternative representations of those subjected to colonialism — is
also extremely relevant to Franketienne's reversal of the cannibal stereotype onto the
stereotypers.5 Thus, unlike Dash, 1 also want to contextualize my discussion of
added cannibal stereotypes in Les Metamorphoses by referring to Homi Bhabha and
Mireille Rosello who theorize ways in which the represented call into question the
stereotyping discourse which represents them.6
Bhabha develops Said's concept of Orientalism by focusing on the ambivalence,
anxious repetition, and the menace of mimicry, which he argues are central to
colonial discourse and its main discursive strategy: the stereotype. The effectiveness
4
Ibid., pp. 1-2, 23-24.
5 On this point, see John McLeod, Beginning Postcolonialism (Manchester: Manchester University
Press, 2000), p. 48; Patrick Williams and Laura Chrisman, 'Colonial Discourse and Post-Colonial
Theory: An Introduction', in Colonial Discourse and Post-Colonial Theory (London; New York:
Harvester, 1993), pp. 1-20 (p. 16); Ajaz Ahmad, In Theory: Classes, Nations, Literatures (London:
Verso, 1992), p. 172.
6 Homi Bhabha. The Location ofCulture (London and New York: Routledge, 1994), chs 3 and 4, pp.
66-92; Mireille Rosello, Declining the Stereotype: Ethnicity and Representation in French Cultures
(Hanover and London: University Press ofNew England, 1998).
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of colonial discourse, according to Bhabha, is undermined by the ambivalent motion
of the colonial stereotype, which simultaneously presents the colonized subject as
both similar and different from the colonizing subject. It is through this ambivalent
split that the colonizers are faced with the unsettling possibility that they, in fact,
resemble the colonized. The threat of breaking down the oppositional barriers
constructed by anxiously repeated stereotypes is made most acute for the colonizer
through mimicry. This is construed positively by Bhabha as an anti-colonial
challenge whereby colonized 'mimic men' become 'almost the same but not quite',
defying the distinctions which the colonial stereotype attempts to fix.7
How does Bhabha's take on stereotypes relate to the cannibal focus of the additions
Franketienne makes when rewriting L 'Oiseau schizophonel Franketienne ironically
mirrors the endless anxious repetition of one 'terrifying' stereotype commonly
foisted on Haitians — cannibalism — through multiple reiterations of the cannibal
stereotype operated in reverse.8 According to Bhabha, ambivalence is at the crux of
anxious repetition of stereotypes: 'the same old stories of the Negro's animality, the
Coolie's inscrutability or the stupidity of the Irish must be told (compulsively) again
and afresh' in order to try to fix the colonized in the discourse of colonialism; and the
very fact that this attempt must be continuously repeated attests to its inadequacy as a
distancing technique.9 It is precisely this ambivalence which is amplified by
Franketienne's portrayal of repeated reincarnations of stock colonial and post-
colonial cannibals throughout Haiti's history: he holds the mirror to reflect back onto
the original stereotypers, thus illuminating that the cannibal stereotype reveals far
more about their colonial and neo-colonial activities in Haiti. In this way,
Franketienne's representations of stock colonial and neo-colonial cannibals present
7
Bhabha, The Location ofCulture, p. 89 (his italics). This is very different to V.S. NaipauTs negative
conception of mimicry and "mimic men'. See Vidiadhar S. Naipaul, The Mimic Men (London:
Deutsch, 1967).
8 Bhabha points out that colonial stereotypes, such as "savagery, cannibalism, lust and anarchy' are
often terrifying. Bhabha, The Location of Culture, p. 72. Dash also notes that stereotypes about
Haitians tend to depict them as fearsome. See Dash, Haiti and the United States, pp. 22-24.
9
Bhabha, The Location ofCulture, p. 77 (his italics).
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the type of insurgent challenge envisaged by Bhabha in his reading of colonial
stereotypes.
Franketienne's reappropriation of the cannibal stereotype can also be considered in
the light of Mireille Rosello's survey of different interventionist strategies employed
by Francophone postcolonial writers in order to dismantle ethnic stereotypes.
Deploying many of the same tactics identified by Rosello, Franketienne also
manipulates stereotypes in a ludic and subversive manner for laughter and derision,
as will be seen below. Like many of the writers analyzed by Rosello, he could also
be thought of as 'stealing' the stereotype of cannibalism for his own purposes.10
Thus, my examination of Franketienne's postcolonial redeployment of the colonial
and neo-colonial cannibal stereotype in the additions of Les Metamorphoses is
framed by the work on stereotypes by Dash, Bhabha, and Rosello in particular.
Flowever, as will become very clear below, foreign colonial and neo-colonial
characters are not the only ones to be depicted as cannibals. Indeed, Franketienne's
most hyperbolic 'cannibal' typecasting is reserved for post-1804, Haitian-born
leaders. My study of these representations of Haiti's post-colonial leaders as
cannibals is most informed by Laennec Hurbon's insightful inquiry into the
reduplication and internalization of old colonial schemas of barbare versus civilise in
rumours to do with cannibalism, sorcery and zombification in Haiti today.
Through his frequent deployment of the cannibal stereotype, Franketienne depicts all
of Haitian history from colonial times to the present as being stuck in a vicious circle
of corrupt power. Already in L 'Oiseau schizophone, this type of repetitious corrupt
rule is represented by a trio of characters who are stock colonial types: a wealthy,
heartless landowner, a 'sighing' whore of excess, and a sleazy priest. Each of these
characters has a ridiculous name underlining their stock function: there is the
overabundantly named Maitre Lolo Rosaire Dubois Lajoie Lapaix, Reginette Soupir,
10 See Rosello, Declining the Stereotype, ch.2, pp. 41-64.
175
and Pere Gynophile de Bandet (ironically known to his flock by the rather puritanical
nickname Pere Nono). To emphasize that this type of corrupt colonial rule has
continued to haunt post-colonial Haiti from 1804 to the present, the trio of stock
colonial characters is inserted anachronistically in situations which are clearly set in
the twentieth century.
In his representations in L 'Oiseau schizophone and Les Metamorphoses of the
repeating Plantation, of which the colonial types Maitre Lolo, Reginette Soupir, and
Pere Nono are the mainstays, Franketienne displays the same obsession with writing
the past that can be found in most Caribbean and Latin American writing. Central to
Franketienne's portrayal of Haitian history is the colonial Plantation. As Mary
Gallagher observes, the Plantation is one of the chronotopes of greatest significance
in the Caribbean imagination of time and space.11 The Plantation is, for example, the
basis for Antonio Bem'tez-Rojo's theorizing of his pan-Caribbean conception of the
'repeating island'.12 One very frequent change made throughout Les Metamorphoses
is the capitalization of the initial letters of the words 'Plantation' and 'Habitation',
which are nearly always written in lower case in the hypotext. Benitez-Rojo also
11
Gallagher, Soundings in French Caribbean Writing, p. 145.
12 See Benitez-Rojo, The Repeating Island, pp. 5-6. Here, 1 am adapting Benitez-Rojo's term
'repeating island' to my own conception of the 'repeating Plantation' in L 'Oiseau schizophone and
Les Metamorphoses. Benitez-Rojo emphasizes the word 'repeating' in the sense in which it is used in
the discourse of Chaos theory. Employed in this way, 'repeating' thus enables him to present the
common dynamics he perceives across the whole Caribbean through which one island repeats another
'in a certain kind ofway' (see pp. 3-4). As will be seen in chapter 4, Benitez-Rojo's Chaos-inspired
definition of every repetition entailing a difference does bear great similarity to Franketienne's notion
of the Spiral to which constantly changing repetitions are absolutely key. When I speak of the
'repeating Plantation', however, 'repeating' is used in a far more negative sense. As opposed to
affirmative, Chaos-inspired repetition, the 'repeating Plantation' operates in a closed, vicious circle of
the worst tyrants and episodes from Haitian history being repeated endlessly. Franketienne equates
Haiti's repeating history with the corrupt, exploitative, and money-grabbing rule symbolized for him
by the colonial Plantation. Like Franketienne, Benitez-Rojo does refer frequently to the multiplication
of the Plantation, but he is more interested in the proliferation of the Plantation across the Caribbean
region at different points in the islands' histories than in finding later continuations of colonial-type
plantation rule in any one island's post-colonial history (see pp. 33-82). At one point, however,
Benitez-Rojo does provide a very useful model through which these two contradictory senses of
'repeating' operate simultaneously in the Caribbean: 'the Caribbean could be seen as well as a loosely
bounded figure combining straight lines and curves, let's say, a spiral galaxy tending outward — to
the universe— that bends and folds over its own history, its own inwardness' (p. 36).
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capitalizes 'Plantation' 'to indicate not just the presence of many plantations', but
also as a shorthand 'for the type of society that results from their use and abuse.'13 In
Les Metamorphoses, 1 would argue that Franketienne's capitalization of Plantation
serves a very similar purpose, with his repeating Plantation resembling Beni'tez-
Rojo's Meta-Plantation, which symbolizes the combined individual plantations
producing sugar, tobacco, coffee, cacao, cotton, rice, and millet.14
Franketienne's approach to the configuration of history shares many of the central
preoccupations which mark historical representation in the work of other
Francophone Caribbean writers in particular. Echoes of a similar repeating
Plantation paradigm can be found in the works of Joseph Zobel, Edouard Glissant,
Patrick Chamoiseau, and Franketienne's fellow-Spiralist Jean-Claude Fignole.
A number of their texts similarly span several centuries, and reflect on the unending
perpetuation of the colonial past and the reproduction of the Plantation in the present,
for example Glissant's Le Quatrieme siecle, Chamoiseau's Texaco, and Fignole's
Auhe tranquille span four hundred, one hundred and fifty, and two hundred years of
Martinican and Haitian history respectively.15 Franketienne's perennially repeating
Plantation particularly resembles that of Zobel, which Gallagher describes as 'a
hermetically sealed time capsule', and Jacques Stephen Alexis's panoramic view of
Haitian history as a cycle of conquest and greed.16 In this way, similar patterns of
endless repetitions over centuries of Caribbean history are represented, with the
temporal vortex of Glissant's La Case du commandeur constituting one of the
clearest parallels with Franketienne's Spiralling visualization of Haitian history.17
13 Ibid., p. 9.
14 Ibid., p. 9.
15 Edouard Glissant, Le Quatrieme siecle (Paris: Seuil, 1964); Patrick Chamoiseau, Texaco (Paris:
Gallimard, 1992); Jean-Claude f ignole, Auhe tranquille (Paris: Seuil, 1990).
16
Gallagher, Soundings in French Caribbean Literature, p. 147. See Joseph Zobel, La Rue Case-
Negres (Paris: Presence africaine, 1950); Jacques Stephen Alexis, Compere General Soleil (Paris:
Gallimard, 1955); Jacques Stephen Alexis, Les Arbres musiciens (Paris: Gallimard, 1957).
17 Edouard Glissant, La Case du commandeur (Paris: Seuil, 1981). According to Barbara Webb, the
principal metaphor that expresses the relationship between myth and history in La Case du
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Like Franketienne, these other Francophone Caribbean writers also reject the concept
of history as a linear chronology, and question 'official' versions of history.18 This
non-chronological challenge to conventional linear conceptions of time is clearest in
the way in which past, present, and future are wholly intermingled in their literary
texts, where transitions between far-removed periods of time are often seamless.
These alternative conceptions of history also resemble those of Franketienne in their
orientation towards the present and the future. The future focus of Glissant's notion
of 'une vision prophetique du passe', and also his frequent references to a future
history to be made ('/ 'histoire a faire'), the 'pressentiment du passe', and memories
of the future has been echoed in much Francophone Caribbean writing, where there
is often a stress on the need to look to and understand the past in order to act in the
present and the future.19 As will be seen in this chapter, Franketienne's use of the
repeating Plantation paradigm and his reinsertions of stock colonial characters are
also predominantly present- and future-oriented, and are used to indicate the
consequences of centuries of the same colonial-type rule for the Haiti of today and
tomorrow.
Despite these similarities, Franketienne's treatment of Haitian history also differs
quite strikingly from that of Francophone Caribbean writers, such as Glissant,
Chamoiseau, and Confiant. Perhaps the most radical difference is that Franketienne
does not place the stories of the 'petit peuple' at the fore of his version of history,
commandeur is the spiral of the novel's temporal vortex. Barbara Webb, Myth and History in
Caribbean Fiction: Alejo Carpentier, Wilson Harris, and Edouard Glissant (Amherst: University of
Massachusetts Press, 1992), p. 85. Kaiama Glover has also identified the Spiralic presentation of
history in Franketienne and Fignole. See Glover,'Spiralisme and Antillanite', p. 188.
18
Gallagher is, however, quite right to point out that Western history is far more than 'a transparent
concept or a homogenous practice.' Gallagher, Soundings in French Caribbean Literature, p. 57.
Bernadette Cailler also notes that Western history and fiction is increasingly tending towards non-
linearity. Bernadette Cailler, Conquerants de la nuit nue: Edouard Glissant et l'H(h)istoire antillaise
(Tubingen: GunterNarr, 1988), pp. 22, 56.
19 On these concepts see Glissant, Le Discours antillais, p. 132; Wolfgang Bader, 'Poetique antillaise,
poetique de la relation: interview avec Edouard Glissant", Komparatistische Hefte, 9-10 (1984), 83-
100; Juris Silinieks, 'Glissant's Prophetic Vision of the Past', African Literature Today, 11 (1980),
161-67. See also the preface of Monsieur Toussaint, where Glissant discusses the need to "renouer
avec son histoire obscurcie' in order to 'se vouer mieux encore aux saveurs du present.' Glissant,
Monsieur Toussaint (Paris: Gallimard, 1986), pp. 7-8.
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unlike Glissant who counteracts linear, monolithic Western History (with a capital
'H') through a multitude of lost alternative histories (with a small 'h') or stories from
an Antillean perspective.20 This approach to Antillean histories is also echoed by
Chamoiseau and Confiant who pay tribute to Glissant for having identified the
2 j
'frisonnement d'histoires emmelees ou explose l'Histoire lineaire occidentale'.
Another fundamental difference is that history is not conceived so much as an
absence ('carence') in Franketienne's L 'Oiseau schizophone and Les
• 22
Metamorphoses, as it is in Glissant and several other French Caribbean writers."
Nor does Franketienne imaginatively construct alternative stories for figures of
resistance like the maroon runaway slave figures and their descendents in Glissanf s
fiction, or the djobeurs and driveurs of the 'petit peuple' who eak out a living in
Chamoiseau and Confiant's novels. Elements of the landscape are also not
integrated into Franketienne's vision of Haitian history as the keys to uncovering the
past, as is the case in Glissant and Chamoiseau in particular. Rather, as was seen in
chapter two above, the landscape and forces of nature function instead as
inauspicious indicators of the dire current situation in Haiti.23 As for Franketienne's
use of the Plantation paradigm, it does not follow the celebratory tendency noted by
Gallagher in Chamoiseau and Confiant, who tend to look back on the Plantation as
the origin of Creole culture, concentrating on its significance as a locus of resistance
and subversion, ultimately presenting it as 'an eminently productive time and
space".24 Furthermore, although Franketienne's Spiralling non-linear vision of a
20 See Glissant, 'Histoire, histoires', in Le Discours antillais, pp. 129-61. On this important
distinction between 'Histoire' and 'histoires' in Glissant and Chamoiseau, see also Cailler,
Conquerants de la nuit nue\ Webb, Myth and History in Caribbean History, Maeve McCusker,
'Telling Stories/Creating History: Patrick Chamoiseau's Texaco', ASCALF Yearbook, 3 (1998), 23-
33. McCusker, in particular, demonstrates the parallels between Chamoiseau's creation of histoires
and 'postmodernism's questioning of the "grands recits" which have posited a progressive and linear
version of history' (p. 29).
21 Chamoiseau and Confiant, Lettres Creoles, p. 19. As McCusker points out, Chamoiseau also
frequently cites Glissant on Histoire/histoires, while the former's characters also tend to reflect
diegetically on this issue. See McCusker, 'Telling Stories/Creating History', pp. 24—25.
22 See for example, Edouard Glissant, L 'Intentionpoetique (Paris: Seuil, 1969), pp. 185-91.
23
Despite this positive role of the Antillean landscape as repository of its history, Cailler points out,
with reference to Glissant, that several elements of this landscape, most notably the wind and water,
also have negative associations. See Cailler, Conquerants de la nuit nue, pp. 124-30.
24
Gallagher, Soundings in French Caribbean Literature, p. 173. See also pp. 166—69.
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history which repeats itself resembles those of the best-known French Caribbean
writers, this is not explicitly related to the methods of orality in the storytelling
process. In Glissant and Chamoiseau in particular, several stories are recounted,
which could be seen as presenting en abyme the structure of history inscribed in their
texts.25 Anatolie's recounting of a fragmented story to the different women he
seduces and Papa Longoue's opaque and roundabout retelling of the intricate
histories of the Beluse and Longoue families in Glissant's Le Quatrieme siecle', the
legend of Odono and the tale of the Great Fish Chamber in Glissant's La Case du
commandeur; and Esternome's complex and circuitous tale in Chamoiseau's Texaco,
all reflect the interwoven fragments of non-linear stories, the mixture of past and
present, and the oral-like digressions of the texts themselves.26 While Franketienne's
representation of history is constituted by very similar means, his repetitive
visualization of Haitian history is not linked with oral storytelling per se, and does
not celebrate orality in the manner of, say, Le Quatrieme siecle and Texaco?1
What Franketienne does instead in L 'Oiseau schizophone and Les Metamorphoses is
to produce a historical fresco in which only the stock colonial characters of the
repeating Plantation and Haiti's post-colonial rulers figure prominently — the slaves
25 Webb and Gallagher in particular have noted that the structure of such stories within Glissant and
Chamoiseau's literary texts mirrors these writers' non-linear conceptions of history. See Webb, Myth
and History in Caribbean Fiction, pp. 49, 126-28; Gallagher, Soundings in French Caribbean
Literature, pp.63-64.
26 Glover has argued that 'Glissant ultimately undermines the readerly disorientation produced by [...]
strategies of temporal juxtaposition and chronological inconsistency' by frequently providing
orienting timelines 'datations' or genealogical maps at the ends of his novels. She also notes that
'despite the theoretical notions proposed in Le Discours antillais, also published in 1981, La Case du
commandeur reveals a marked preoccupation with origins, filiation, and datation.' Glover,
'Spiralisme and Antillanite\ pp. 140, 147. Her point about these chronologies and datations is a very
valid one, and does point to certain contradictions between what Glissant says in theory and does in
practice. She compares the visions of the past in Glissant and the Spiralists, arguing that the main
difference is that past, present, and future are more fully intertwined in the Spiralists' work than in
that of Glissant. While this may be the case to a certain extent, I would argue that Glissant and
Franketienne actually mix past, present and future in very comparable ways. To my mind, more
striking differences between their conceptions of history are the ones 1 have outlined in this chapter.
27 Possible reasons for this absence of an explicit equation between his Spiralist vision and orality
were put forward in the introduction. Based on the author's own intimations in interviews, he does
not sing the praises of orality because of the high illiteracy rate in Haiti, and the extolling of oral
storytelling by Franqois Duvalier's literary and scientific movement Les Griots. Douglas,
Unpublished Interview with Franketienne.
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and Haitian masses are only a nameless, faceless presence in texts. But the colonial
and post-colonial characters are also not fully fleshed out in characterization either;
rather, their caricatured representation depicts them as so ridiculous that they
resemble flimsy cardboard cut-out characters whose sole function is to be debunked.
Moreover, these colonial and post-colonial rulers are only ever represented as
emblematic stock types; none of them corresponds in a completely recognizable way
to any specific historical figure, although certain details do sometimes clearly evoke
the dictatorship of Francis Duvalier in particular.28 In general, however, this
ageless, nameless, and faceless characterization of all of Haiti's colonial and post-
colonial, foreign and Haitian rulers serves to underline that Haitian history repeats
itself with the same model of corrupt power through the ages from colonial times to
the present.
In these respects, I would argue that there are also striking parallels with the
representation of history in a number of recent Latin American novels from the
period of approximately the last fifty years. Many of these texts tend to use famous
historical protagonists, such as Columbus, and to centre more on the discovery and
conquest of the New World than on the Plantation and slavery; a reflection of the
approaching Quincentennial of the discovery of America.29 Franketienne's
questioning of Haitian history in L'Oiseau schizophone, and particularly in Les
Metamorphoses, on the other hand, does not employ any clear-cut historical figures,
and is more obviously stimulated by another anniversary— the 2004 Bicentennial of
Haitian independence. Nevertheless, many of the principal criteria Seymour Menton
has observed in his survey of the treatment of history in contemporary Latin
American fiction also apply very clearly to the depiction of Haitian history in Les
28 As in Ullravocal [2], for example, there are repeated insertions in Les Metamorphoses of Francois
Duvalier's fetish number '22'. See my analysis of Ultravocal [2] in chapter two for the symbolism of
this particular number.
29 This is the case, for example, in Gabriel Garcia Marquez, Et otoho del patriarca (Buenos Aires:
Editorial Sudamericana, 1975); Alejo Carpentier, El arpa y la somhra, (Madrid: Siglo Veintiuno,
1979) and Abel Posse, Los perros del paraiso (Barcelona: Argos Vergara, 1983).
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Metamorphoses.30 Prevalent characteristics noted by Menton include: the cyclical
presentation of history; the deliberate distortion of history through exaggerations,
anachronisms, and the insertion of apocryphal historical characters; and the
widespread application of the Bakhtinian concept of the carnivalesque.31 These are
also the predominant tendencies marking historical representation in the additions of
Les Metamorphoses, as will be seen below. Like many contemporary Latin
American novelists, Franketienne examines centuries of history by mixing up past,
present, and future through outrageous anachronisms, which reveal parallelisms
between different periods of history and political conditions today.32 Franketienne
also shares the ludic approach exhibited in numerous Latin American historical
novels, which consists of demystifying the history of 'great men'. As will be
demonstrated in the final part of this chapter, the additions made throughout Les
Metamorphoses can be related to Bakhtin's concept of the carnivalesque in Rabelais.
This farcical carnivalesque spirit contains many of the same ingredients, such as the
tongue-in-cheek exaggeration and debunking focus on bodily functions, particularly
the sexual ones, which are so prevalent in the Latin American texts analyzed by
Menton, of which Abel Posse's Los perros delparaiso is a prime example.
From a more specifically Francophone Caribbean perspective, Raphael Confiant is
the other writer whose work, like that of Franketienne, abounds most with
30
Seymour Menton, Latin America's New Historical Novel (Austin: University of Texas Press, 1993).
31
Ibid., pp. 22-25.
32 The added focus in Les Metamorphoses on 'cannibalesque' forms of exploitation throughout all of
Haiti's history greatly resembles, for example, the connections made in Posso's Los perros del
paraiso between the Spanish conquest, twentieth-century American imperialism, Nazism, and other
kinds of tyranny. As for Franketienne's Spiralling vision of history, it is reminiscent of Garcia
Marquez's One Hundred Years of Solitude, where references to the cyclical motion of time abound,
such as: 'the history of the family was a machine with unavoidable repetitions, a turning wheel that
would have gone on spilling into eternity were it not for the progressive and irremediable wearing of
the axle.' Gabriel Garcia Marquez, One Hundred Years ofSolitude, trans, by Gregory Rabassa (New
York: Harper Collins, 1970), p. 402. See also pp. 226, 355. Quoted in Glover, 'Spiralisme and
Antdlanite\ pp. 179-80, note 414). Likewise, the presentation of the past, present, and future as if all
on the same single temporal plane in L'Oiseau schizophone and Les Metamorphoses recalls the
instantaneous complete view of world history which is finally deciphered in Melquiades's parchments
at the end of One Hundred Years ofSolitude, and which also characterizes Borges's short story 'The
Aleph'. See Jorge Luis Borges, 'The Aleph', in The Aleph and Other Stories (London: Picador,
1973), pp. 11-23.
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carnivalesque representations of the body. In both writers, there is the same
humorous and carnivalizing exaggeration of sexual activity in general, and of the
physical dimensions of sexual organs in particular. In Confiant, the hyperbolization
of sexuality applies as much, if not more, to Martinican characters, as it does to
colonial masters, their 'beke' descendents, and French civil servants and clergymen.
Both Themistocle in Eau de cafe — whose two-metre long phallus can be wrapped
around his waist — and Alcide in Le Negre et I'amiral — whose erection is of
legendary prodigiousness — are 'ordinary' black Martinican characters.33 In
contrast, Franketienne only exaggerates the sexual organs of those foreigners and
Haitians who have held power in Haiti since colonial times. Furthermore, whereas
Thomas Spear is quite right to detect in Confiant a strong element of glorification of
the phallus, I hope to show below that Franketienne's added magnification of the
material bodies of the stock colonial and post-colonial characters — including their
sexes — serves the more straightforwardly derisive and debunking functions of
ridicule.34
From my comparison of L'Oiseau schizophone with its rewritten version, I have
identified that such carnivalesque representation and 'timeless' parallels between
different periods in Haiti's history are made even more insistent through the addition
of copious references to the cannibalism of corrupt rulers from colonial times,
through Haiti's independence in 1804, to the present-day. A vicious circularity
characterizes Franketienne's depiction of Haiti being eaten from the outside by
various foreign powers at different points in its history, and from the inside by all
generations of Haitian leaders and their lackeys. These added parallels, I would
argue, operate by drawing attention to the ambivalence, in Bhabha's sense, created
33 See Raphael Confiant, Eau de cafe, (Paris: Grasset, 1991), p. 177; Raphael Confiant, Le Negre et
I'amiral (Paris: Grasset, 1988), pp. 45-46. For discussion of the carnivalesque dimensions of these
passages, see Ronnie Scharfman, '"Creolite" is/as Resistance: Raphael Confiant's Le Negre et
l'amiral', in Penser !a creolite, ed. by Maryse Conde and Madeleine Cottenet-Hage (Paris: Karthala,
1995), pp. 125-34; Thomas Spear, 'Jouissances carnavalesques: representations de la sexualite', in
Penser la creolite (see Conde and Cottenet-Hage, above), pp. 135-52.
34 See Spear, 'Jouissances carnavalesques', passim.
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by the blurring of any clear distinctions between colonial and post-colonial, foreign
and Haitian rule in Les Metamorphoses.35 For Bhabha, ambivalence means that
although colonial discourse attempts to construct stereotypes to make the 'other'
seem very different, he or she is not completely different because he or she is
brought within the colonial sphere. For Franketienne's representations of Haitian-
born rulers, the ambivalence derives from the fact that while ostensibly they seem to
come from within the Haitian people, they in fact take on characteristics associated
with foreign, colonial-type rule, just as for Bhabha the colonized 'other' inevitably
takes on characteristics associated with the colonial ruler, as he/she becomes less
different. In other words, the Haitian-born rulers slide between their essential
'Haitian-ness' and the colonial-style kind of power which they exercise.
To emphasize this point, the names of stock colonial characters are frequently added
in the hypertext to replace some of the indefinite markers, like 'il', 'elle', 'ils' and
'elles' in portions of the text which deal very obviously with Haiti's post-colonial
past or present-day Haiti. The same principle of repetition also applies to all
successive Haitian-born leaders who are very rarely named and tend instead to be
depicted only as leader types, such as ie president de la republique', 'le tyran', 'le
dictateur'. In Les Metamorphoses, we find an even greater preponderance of
unidentified totalitarian figures, and this anonymous characterisation of all Haitian
leaders serves to stress a similar type of corrupt rule throughout all generations of
government from 1804 to the present. Franketienne refers self-reflexively to what he
is underlining as he rewrites: 'Decrypter le syndrome du retour au pouvoir, le rituel
tenebreux du sida politique' {Mets 7, p. 72). This principle of repetition from
colonial times to the present is also spelt out far more forcefully in the hypertext
through frequent additions of the prefix 're-', as well as words like 'meme', 'rituel',
'interminable' and 'perpetuel': 'L'obstination du mal. Tous les fossiles etaient
revenus, avec sur leurs epaules des valises pleines de debris' {Mets 5, p. 246); 'Et
35 See Bhabha, The Location ofCulture, pp. 85-92.
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reviendra la catastrophe en son rituel atroce' (Mets 7, p. 60); 'Les mois les annees
passent. Et les tourments reviennent. La loi du retour' (Mets 7, p. 194).
Numerous added references to 'deux siecles' or 'deux cents ans' also reinforce the
representation of similar types of corrupt rule throughout the whole of Haiti's post-
colonial history. They reflect the fact that Les Metamorphoses was written closer to
the eve of the Bicentenary of Haitian independence in 2004 than its hypotext
L'Oiseau schizophone. Other temporal markers, like 'encore' and 'aujourd'hui' are
added many times in Les Metamorphoses to emphasize that this cycle of mimetic
cannibal rulers in Haiti, already outlined in the 1993 hypotext, still prevails in 1996—
7 which is the period when Franketienne is rewriting the hypotext, for example:
'Aujourd'hui plus macabre que jamais' (Mets 5, p. 12); 'Aujourd'hui I'apocalypse
s'installe de plus en plus' (Mets 5, p. 108), 'Encore la mort incontournable,
insupportable' (Mets 8, p. 202). Such additions emphasize that not only have all the
problems referred to in the hypotext persisted since 1993, but also that the political
and economic situations in Haiti have worsened considerably. It is this vicious circle
of extreme poverty, food shortages, exploitation, sanctions, tyrannical dictatorship,
and foreign occupations which Franketienne repeatedly represents in what is added
as a type of cannibalism, which simultaneously 'eats' Haiti alive from the outside
and from the inside. Indeed, Franketienne even adds a description of all of Haiti's
history from colonization to the present as 'un long rituel culinaire' (Mets 4, p. 11),
led by generations of cannibal rulers, 'Un troupeau d'assassins avec brevet-licence
en boucherie-charcuterie et pourriture exquise' (Mets 3, p. 195). Cannibalism and
Haitian history are always inextricably linked in this way throughout the additions of
Les Metamorphoses.
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Representations of Haiti being Eaten from the Outside
This section examines the added depictions of foreign powers as cannibals, focusing
in particular on the parallels drawn repeatedly in Les Metamorphoses between acts of
'cannibalism' and various attempts by outside forces to control Haiti through policies
of exclusion and intervention. Singled out for particular condemnation, the
American Occupation of Haiti in 1915-34, the international embargo of 1991—4, and
the US-led intervention in Haiti in 1994-5, are repeatedly portrayed as consuming
the flesh and blood of Haiti and Haitians through a perpetuation of colonial
exploitation of the land and its people. Dash has argued very convincingly that
stereotypes of Haitian barbarity in literature from the United States have become
especially hysterical at certain key pivotal moments, such as the periods following
Haitian independence, leading up to the American Occupation, and during the
Duvalierian dictatorship. In a similar vein to Said's observation of 'the powerful
series of political and ultimately ideological realities' to which imagined sets of
boundaries have given rise, Dash reasons that the cumulative force from text to text
of literary representations of Haitian barbarity creates stark polarizations between
'them' and a civilized 'us'.36 Western countries have then used such hardened
distinctions as the legitimating grounds on which to ostracize Haiti and to intervene
in its affairs. Throughout the additions of Les Metamorphoses, these tragic material
consequences of stereotypical formulas are exposed and very clearly portrayed as a
type of cannibalism in themselves. In the same manner as several of the
Francophone writers whose ironic postcolonial reassessments of ethnic stereotypes
Rosello analyzes, Franketienne 'attacks the very core of stereotypical statements' by
turning the congealed cannibal stereotype into a critique of the stereotypers, and by
turning it into their self-portrait.37
36 See Dash, Haiti and the United States, pp. 1-2, 22-30; Said, Orientalism, p. 327.
'7 Rosello. Declining the Stereotype, p. 20.
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This added focus on the consequences of military interventions and international
embargoes reflects in particular developments which take place in Haiti as
Franketienne is rewriting L 'Oiseau schizophone. Already by the time L 'Oiseau
schizophone was published in 1993, the economic embargo of Haiti by the
Organization of American States and the United Nations General Assembly had
already been in place since October 1991, following the September 1991 coup d'etat
against President Jean-Bertrand Aristide.38 Following the publication of the
hypotext, and before the publication of the hypertext, ever harsher sanctions were
imposed on Haiti until Jean-Bertrand Aristide was returned to power on 15 October
1994. Many studies of the effects of the embargo are in agreement that the
humanitarian impact of these sanctions on vulnerable and innocent Haitians was
extremely severe, and that the burden of the embargo fell disproportionately on poor
families.39 Although foodstuffs were officially exempted from the embargo, the
embargo on fuel meant that, among other consequences, food could not be
transported from rural parts of Haiti where it was grown to the capital and
elsewhere.40 As a result of the embargo-induced scarcity, the price of basic
foodstuffs increased greatly by more than 100 per cent while incomes decreased on
average by 30 per cent, which resulted in many households eating only every other
day and there was also the widespread reappearance of the traditional practice of
tying a band of cloth around the stomach to stave off hunger pangs, a practice to
which Franketienne refers many times in his work.41 In Les Metamorphoses,
published in 1996-7, after the embargo had been lifted, but at a time when the impact
of sanctions continued to affect the poorest most keenly, Franketienne focuses
predominantly on the extreme hunger and lack of food of the poor and he presents
38 On these sanctions, see Elizabeth Gibbons, Sanctions in Haiti: Human Rights and Democracy under
Assault (Washington: Praeger, 1999).
39 Ibid., pp. 9-28.
40 Ibid., p. 12.
41 Ibid., pp. 13, 95; Paul Farmer, The Uses ofHaiti (Monroe, ME: Common Courage Press, 1994),
passim.
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the embargo which has caused this suffering as a cannibal force, eating Haitians by
starving them to death.
The parallels he constantly draws between different periods and events in Haitian
history are nowhere clearer than in the many added references to embargoes
throughout Les Metamorphoses. These additions emphasize that modern-day
embargoes have been preceded by a long line of embargoes and blockades against
Haiti since its independence in 1804.42
'Embargo' is a word added seventeen times throughout Les Metamorphoses and this
does reflect recent developments in Haiti since the publication of the hypotext, but
Franketienne deliberately refers to embargoes in a very general way, using only the
definite article and no specific dates. He does this to underline that almost the same
policies of isolation have been deployed against Haiti by foreign powers ever since
the first commercial embargo following Haitian independence right up to the most
recent sanctions. From independence to the present, Franketienne depicts powerful
foreign countries attempting to extinguish Haiti by strangling and asphyxiating it, as
in the following additions:
Effondrement du corps et affaissement de Fame sous l'embargo et l'etau du
blocus (Mets 2, p. 150)
Sagesse internationale en un voeu plein de vices. Avatars et peripeties au festin
des pirates. Pour ou contre l'embargo [...]. Changer de rythme au bord de
l'asphyxie. Changer d'apocalypse {Mets 4, p. 162-63)
Au pays de la soif et de la faim [...] le corps sous l'embargo (Mets 5, p. 94)
Quel embargo? Et comment denombrer les cadavres anonymes? (Mets 5, p.
124)
42
Following its independence in 1804, Haiti was immediately ostracized in two main ways by foreign
powers: a harsh economic and diplomatic embargo was imposed by France and the United States;
Haiti was also denied recognition of its independent status until 1825 by France, 1833 by Britain and
finally 1862 by the United States. See Dash, Haiti and the United States, p. 8.
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Ironie d'un accord. Diplomatic a crocs. Et un code comme une corde qui nous
etrangle a vif. Hypocrisie internationale. Embargo de douleur. Intervention
massive sous l'anesthesie blanche. Et naufrage dans Eeau ( Mets 5, p. 216)
It is the physical plight of, and deaths among, the Haitian masses caused by food
shortages which are highlighted by many of the above additions. As the particularly
damning reference to 'diplomatic a crocs' in the last quotation indicates,
Franketienne depicts foreign countries as eating Haiti alive through the embargo.
With the reference in the second quotation above to the 'festin des pirates', he points
clearly to the hypocrisy of the embargo because of one of its extremely perverse
consequences, namely that precisely those in the military and economic elite, who
were the target of the sanctions, were actually made richer as a result of them
because they were best placed from the outset to take control of the lucrative black
market which sprang up during this time and from which they profited hugely.
Perversely, this created an incentive for the targeted military coup leaders to continue
the embargo for as long as possible.43
In the following additions, Franketienne makes it even clearer that he sees such
actions as both hypocritical and tantamount to acts of cannibalism:
Dans la cuisine de l'embargo (Mets 1, p. 154)
Solution internationale gonflee de boundagournes fandonneuses (Mets 3, p. 7)
Le bluff des pays riches. L'hypocrisie diplomatique (Mets 3, p. 136)
Un protocole horrible et des recettes ameres (Mets 3, p. 156)
L'horrible sanguinerie. Le role de Washington. La diversion diplomatique.
Un pouvoir zinglindeux redoutable (Mets 4, p. 104)
Une histoire d'embargo et de cadavres en fleurs. Une chorale d'orale sagesse
pour sauver la tribu. Stratageme de la messe et du message code sur l'autel des
croyances. Pas de pain, pas de riz, pas de lait, pas de sucre! Colique miserere.
43 Gibbons, Sanctions in Haiti, pp. 38-39.
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Requiem pulmonaire pour un peuple aflame. La misere n'est pas douce.
Amen ainsi soit-elle! (Mets 4, p. 202)
Blocus des culs sous embargo (Mets 5, p. 108)
La democratic blanche provoquait une insurmontable deboundarade (Mets 5, p.
194)
The hypocrisy of rich foreign countries is such that they are portrayed as the ones
who are guilty of the same cannibalistic practices which they have continually
imputed to Haitians. Most explicitly in the above additions, Franketienne associates
these foreign powers with zenglendo, a self-professed anthropophagic secret society
in Haiti, of which there will be more later in this chapter. Franketienne has formed
the related adjective 'zinglindeux' in the fifth quotation above to clearly define these
outside forces as cannibals. This association with cannibalism is further underlined
by descriptions of their protocols and sanctions against Haitians as grotesque and
vile-tasting food. This is another very clear reversal of Western stereotypes about
Haitian cannibals and their supposedly disgusting habit of eating their fellow men.
Not only is the cannibalism stereotype inverted in the above additions, but also the
category of stereotype which Fanon describes as that of the 'negre-biologique-
sexuel-sensuel-et-genital'44 As the additions above show quite clearly, Franketienne
uses the cannibal stereotype satirically and the mood is exuberantly tongue-in-cheek.
Dash argues that most stereotypes of Haitian cannibalism in colonial and neo-
colonial discourses are inextricably linked with the biological trope of Haiti as a
perverse body which fuels fantasies about Haiti's satanic otherness always fixed at
the corporeal.45 From the quotations I have listed, it is obvious that Franketienne
also reverses such images of the body in his sarcastic treatment of the stock colonial
and neo-colonial characters. He turns the foreign powers inside-out and upside-
down and debunks them by scatologically focusing on their bodily lower strata and
44 This hyphenated term is used by Fanon to sum up the stereotypes which are foisted on black men.
See Frantz Fanon, Peau noire, masques blancs (Paris: Seuil, 1995), p. 163.
45 See Dash, Haiti and the United States, pp. 51, 113, 118, 133, 137, 141.
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on the excretions which emanate from them. Many of the Creole-based neologisms
he uses in these additions are also scatologically-laden. Fundament is explicitly
associated with foreign powers through the word 'culs' and also through
Franketienne's coining of two neologisms based on the Creole word 'bounda' which
is the slang equivalent of 'arse' in English: the fantastic sounding disfigurement
'boundagourmes' of the second quotation and the reference to the 'insurmontable
debounderade' of white democracy. This last neologism in particular suggests
bodily fluids gushing from Westerners' lower bodily strata. As Bakhtin has argued,
a focus on the material bodily lower stratum places an emphasis on genital function.
In other words, as well as reversing the cannibal stereotype to project instead onto
the stereotypers, he also flips over typical stereotypes to do with the body of the
'negre-biologique-sexuel-sensuel-et-genital' by reducing anonymous representatives
of powerful rich countries to bodily functions and cannibalism alone.46
The recent deployment of American troops to Haiti, which also takes place as
Franketienne is rewriting this text, is also consistently debunked through the
additions of Les Metamorphoses in an even more caricatural way than the embargoes
and blockades against Haiti. Random English words and phrases have been added
throughout the hypertext and bring to mind the American military intervention of
1994-5, such as 'Ask for it. Death connection by night' (Mets 4, p. 89), 'voiceless
eternity' (Mets 4, p. 124), 'O my God" (Mets 5, p. 144). 'Chewing gum' is another
frequent addition, which refers metonymically to the American troops, for example
in 'Vive l'empereur chewing-gum' (Mets 7, p. 204). Also figuring very prominently
among the additions of Les Metamorphoses are the many references to the colour
white which usually has negative connotations and the adjective 'etranger' which has
been tagged on to most references in the hypertext to do with intervention and
Occupation to make us focus on the significance of the recent intervention, for
46 See Mikhail Bakhtin, Rabelais and his World, trans, by Helene Iswolsky, 2nd cd. (Bloomington:
Indiana University Press, 1984) pp. 368-437.
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example 'Dans les coulisses, l'intervention militaire [etrangere]' (Mets 5, p. 88),
'^intervention etrangere frappe a nos portes borgnes' (Mets 5, p. 93) and '[La
politique de 1'ombre. Terreur aveugle] sous Loccupation [etrangere] (Mets 5, p.
226). What is emphasized most strongly is that this recent intervention of 1994-5
resembles the earlier American Occupation of 1915-34. Claims by the American
government and some commentators that the 1994 intervention was a more benign
attempt to restore democracy to Haiti, and that it was less antagonistic and less neo-
colonial in attitude than the earlier American Occupation, are vehemently rejected by
Franketienne in Les Metamorphoses,47 One of the clearest statements in the
additions is: 'Invasion pacifique! Quel cynique paradoxe! Et quelle audace verbale!
La froide beaute des armes, parade sophistiquee, la parodie hollywoodienne [...] Et le
coup de telephone issu de Washington' (Mets 5, p. 244). Franketienne uses words
like intervention, occupation and invasion interchangeably to show they are
tantamount to the same principle. It is also significant that the prefix 're-' has been
added in the hypertext to statements from the hypotext which already perceived the
imminence of such action on the eve of the U.S. military intervention. Thus,
'debarquer' in the hypotext consistently becomes 'redebarquer' in the hypertext,
making it clear that yet more interventions of Haiti will follow this one, for example:
'Aux frontieres de l'aurore vont-ils redebarquer sur le rivage des ombres' (Mets 5, p.
37); and 'Les nouveaux peres fouettards, les djangos, les rambos et les terminators
47 One such commentator is J. Michael Dash whose work on stereotypes is an important point of
reference for this chapter. This book was originally published in 1988 but Dash expanded the final
chapter and wrote a new preface for the second edition in 1997 to bring his book up to date and to take
account of the recent US military intervention. Although both Dash and Franketienne portray the
earlier American occupation of 1915-34 in a very negative light, Dash's positive view of Haitian-
American relations following the American intervention in the 1990s is diametrically opposed to
Franketienne's viewpoint. He argues 'The recent intervention in Haiti was not merely a case of
history repeating itself. Indeed, it produced a series of firsts in relations between Haiti and the United
States. It was the first time that a Haitian president who had been ousted in a military coup would
return to power. It was also the first time that the United States reinstated a Haitian head of state who
had been critical of American policy [...] Equally important and unprecedented was the fact that it was
the first time that the United States had sought approval from the United Nations for intervention in
the affairs of another country in this hemisphere [...] In seeking United Nations endorsement for its
actions, the United States has undermined what was once considered a sacred right to assert its
authority in its sphere of influence.' Dash, Haiti and the United States, p. 164. T his assessment is
obviously at odds with Franketienne's view of the recent intervention as a repetition which reinforces
his pessimism about the way in which Haiti has been treated at the hands ofAmerican forces.
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vont-ils redebarquer sur une lie malaxee par tant de vents ardents? (Mets 5, p. 39).
Original references to 'debarquement' have also been turned into questions in the
hypertext to make the reader reflect more on the consequences of future interferences
from outside in Haitian affairs. The implication is that the cycle of greed and
conquest which Franketienne identifies looks set to continue.
Unchanging repetition is always what is stressed about aggressive American foreign
policy towards Haiti, which, in turn, Franketienne sees as a reproduction of colonial
occupation, as the following additions make clear:
Les [dures] leqons du sida: exclusion, mise en quarantaine, experimentations
naufrage, erreur[s], echec[s], intervention^], occupationfs], delabrement et
degenerescence totale. Bref, un rituel implacable (Mets 5, p. 155)
L'Histoire blanche d'immobilite dans le mouvement fictif. [L'eternite dans la
repetition] (Mets 6, p. 47)
Why did you let me down? La reincarnation de l'ideologie raciste. Territoire
envahi. Un pays decharne. Un breakdown sur les ruines. Un amas
d'excrements d'utilite publique (Mets 6, p. 106)
Histoire aleatoire tissee de pleonasmes. Nos madichons repetitifs. Brutale
realite de l'occupation militaire. Un climat de vengeance. Les haines
inassouvies. Sous l'empire de quelle ombre vivons-nous aujourd'hui (Mets 6,
p. 178)
D'autres affirmaient que des etrangers non identifies avaient debarque en
plusieurs points du pays et que le grand prophete Rezallah Mazaka, chasse du
pouvoir par des militaires imposteurs, revenait d'exil apres dix-sept siecles
d'errance peregrinatoire {Mets 8, p. 185)
Central to all these additions is the repeated meddling of foreign powers in Haitian
affairs throughout Haiti's history. Deliberate vagueness characterizes almost all
added references to intervention and occupation in the hypertext: no dates are given,
and definite articles and non-specific references tend to be used to refer only in a
very general way to the events recounted and could relate to any period of Haitian
history, to the intervention or the Occupation. This is the case above in the
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references to i'occupation militaire' in the third quotation and 'des etrangers non-
identifies' in the fourth. This last quotation deals the most clearly of all additions
with the specific circumstances surrounding the recent intervention in 1994, namely
that President Aristide, who had been ousted by a military coup d'etat, was returned
to power by the intervention forces. Nevertheless, the non-specific reference to 'des
etrangers non identifies', the allusion to the mythical-sounding prophet 'Rezallah
Mazaka' and especially the reference to 'dix-sept siecles d'errance peregrinatoire'
which picks up on the Haitian expression 'swasant-diset fwa diset fwa' to express an
infinite amount of something all combine to make us think of timeless events which
have spanned all the centuries since Haiti's independence. Pluralization is one
method Franketienne often uses when rewriting to draw our attention to the
cumulative effect of these repetitious assaults on Haiti. Pluralized in the first
quotation are the words 'erreurs', 'echecs', 'interventions' and 'occupations' to
which the letter's' has been added. Repetition is also referred to directly in all but
one of the above quotations: 'le rituel implacable', 'l'eternite dans la repetition',
'pleonasmes' and 'nos madichons repetitifs' ('madichon' is Creole for 'curse').
Thus deployment of foreign troops on Haitian soil is shown to be an unstoppable
action repeatedly carried out by outside forces.
American atrocities committed during the Occupation and the intervention are
precisely what Franketienne hyperbolical ly represents as acts of cannibalism:
Les guerriers fatigues qui reviennent de si loin ont d'etranges gouts culinaires
{Mets 5, p. 91)
[...] armee zinglindeuse (Mets 6, p. 223)
Les bizangots ont investi la ville {Mets 6, p. 79)
Cuisine d'intervention suivie d'occupation. J'attendis patiemment le plat de
resistance {Mets 6, p. 180)
Bientot 1'intervention. Et les diables avadras finiront par bouffer le pays tout
entier {Mets 6, p. 191)
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L'imperialisme des squales dans un immense ocean de violences. Requins
canonises d'avoir bouffe petits poissons (Mets 6, p. 202).
[...] le vent de l'invasion souffle surtout la nuit. Monstrueuse gueule ouverte
(Mets 5, p. 172)
Reversed most clearly in the above additions is the attribution of outlandish culinary
habits to foreign soldiers instead of Haitians. Furthermore, they, and not Haitians,
are the ones who are associated with secret societies, popularly believed to be
anthropophagic — the bizango and the zenglendo, of which there will be more in the
next section of this chapter. Here Franketienne Frenchifies these terms to form
'bizangots' and an adjective 'zinglindeuse' to make clear that these intruders are the
real cannibal army. Apologists for the American Occupation, whose work is
analyzed by Dash, have detailed at great length the gruesome meals of human flesh
consumed by Haitians, but in the third quotation above, it is once again their way of
preparing their food which is examined here, to the extent that the Occupation and
the Intervention are seen as a kind of cooking with each military operation
representing a course of a meal for which the most extravagant main course is still to
come. That this feast consists of eating Haiti alive is made clear by the quotations
above where foreign forces are portrayed as cannibalistic devils and represented as
large brutish sharks, which eat their own species, and against whom little fish are
unfairly pitted. Future, present and past tenses, as well as words like 'intervention',
'occupation', 'invasion' and 'imperialisme' are all used in the above additions to
refer backwards and forwards through Haitian history to depict repeated
reincarnations of aggressive foreign actions against Haiti which look set to continue
in the future. References to gaping monstrous mouths are frequently added in the
hypertext, as is the case in the last quotation, emphasizing through synecdochic focus
on their mouths that Franketienne is reducing these outside forces to the status of
base cannibals.
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Such belittling representations of Americans place Franketienne in a long line of
writers who have lampooned the United States and Americans in Haiti. Among his
contemporaries, Dany Laferriere and Jean-Claude Charles both also scathingly
satirize aspects of American racism, exclusion and neo-imperialism, but even more
pertinent to Franketienne's savage caricature of American troops in Haiti are Haitian
Occupation novels.48 Much fierce satire is to be found in Haitian novels written
towards the end or following the Occupation Period, but many of these novels do
present more nuanced images than is the case in Franketienne's wholly negative
portrayal of outside forces on Haitian soil.49 Some Occupation novels identify the
American troops as reincarnations of the colonial occupier, and even occasionally
describe the Occupying forces as blood-sucking and flesh-eating birds of prey.5
Nevertheless, cannibalism in these brief allusions of some Occupation novels is not
48
See Dany Laferriere, Comment faire I'amour avec un negre sans se fatiguer? (Montreal: VLB,
1985); Dany Laferriere, Cette grenade dans la main du jeune Negre est-elle une arme ou un fruit?
(Montreal: VLB, 1993); Jean-Claude Charles, Sainte derive des cochons (Montreal: Nouvelle
Optique, 1977); Jean-Claude Charles, Le Corps noir (Paris: Hachette, 1980); Jean-Claude Charles, De
si jolies petites plages (Paris: Stock, 1982); Jean-Claude Charles, Manhattan Blues (Paris: Barrault,
1985). See also the plethora of negative American characters who are generally stereotyped as racist,
vulgar, and cruel in the following Occupation novels: Leon Laleau, Le Choc: chronique haitienne des
annees 1915-1918 (Port-au-Prince: the author, 1932; repr. Port-au-Prince: Imprimerie centrale, 1975);
Stephen Alexis, Le Negre masque: tranche de vie haitienne (Port-au-Prince: Imprimerie de l'Etat,
1933); Cleante Valcin, La Blanche negresse (Port-au-Prince: [n. pub.], 1934); Jacques Roumain, La
Montagne ensorcelee (Port-au-Prince: Fardin, 1931); Jacques Stephen Alexis, L'Espace dun
cillement (Paris: Gallimard, 1959); Jacques Stephen Alexis, 'Le Sous-Lieutenant enchante', in
Romancero aux etoiles (Paris: Gallimard, 1960), pp. 183-213; Chauvet, Amour, Colere, Folie; Alix
Mathon, Le Drapeau en berne (Port-au-Prince: [n. pub.], 1974). For a detailed discussion of Haitian
Occupation novels, see Yvette Gindine, 'De la colonie a l'Occupation: les etrangers chez Hibbert',
Conjonction, 122-23 (1974), 23-38; Yvette Gindine, 'Images of the American in Haitian Literature
During the Occupation, 1915-1934', Caribbean Studies, 14.3 (1974), 37-52; Leon-Francois
Hoffmann, 'L'Etranger dans le roman haitien', L'Esprit Createur, 17.2 (1977), 83-102; Leon-
Francois Hoffmann, 'Les Etats-Unis et les Americains dans les lettres haitiennes', Etudes Litteraires,
13.2 (1980), 289-312; Leon-Francois Hoffmann, Le Roman haitien: structure et ideologic
(Sherbrook: Naaman, 1983); Dash, Haiti and the United States, pp. 36-44.
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On these more nuanced representations of Americans in Haitian Occupation novels, see Gindine,
'Images of the American', p. 38.
50 That the American Occupants are reincarnations of these former outside forces is best summed up
by the peasant character Desilus in La Montagne ensorcelee: 'II y a cent ans on les avait foutu a la mer
a coup de fusils dans le cul. Mais les voici revenus ces fils de chiens de blancs americains'.
Roumain, La Montagne ensorcelee, p. 103. Occasionally, the Occupants' exploitation of the land, by
forcing Haitians to work through forced labour laws known as 'corvees', is depicted as draining the
blood and eating the bodies of the peasants, for example: 'M. Long qui achete a bas prix tout ce qui
pousse et vit dans ce milieu s'est mis tres adroitement sur les ailes des autorites pour nous sucer le
sang' (Chauvet, Amour, Colere, Folie, p. 260); 'etre Americain enfin, e'est vivre d'abondance, mourir
d'indigestion a cote de l'Hai'tien dont les tripes se sont rapetissees a force des privations' (Valcin, La
Blanche negresse, pp. 56-57).
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developed into the defining characteristic of the Occupants, as it is in the additions of
Les Metamorphoses where Occupants, Interveners and Haitian-born leaders since
1804 are all constantly portrayed as cannibals.
Thus, Franketienne's dramatic amplification of the theme of cannibalism throughout
Les Metamorphoses is very clearly marked by the specific and immediate political
context in which he is rewriting. Deploying the cannibal stereotype to create
parallels between different periods of Haitian history, he depicts the consequences of
colonialism and its aftermath — persistent economic exclusion and military
occupation and intervention since 1804 — as tantamount to acts of cannibalism. In
this, he is manipulating the very stereotype of Haitian cannibalism which has
legitimated foreign actions at certain crucial historical moments in Haiti's post-
colonial history. It is particularly with the principle of ambivalence marking
stereotypical discourse that Franketienne plays in his added representations of
foreign neo-colonial characters. Such ambivalence is clearest in Franketienne's
manipulation of the endless repetition through which stereotypes of Haitian barbarity
and cannibalism have accumulatively congealed. Throughout Les Metamorphoses,
he builds up a satirical repetition of stereotypes to do with the cannibalism of foreign
powers, thus holding up an extremely sarcastic mirror which sends the cannibal
stereotype back to the stereotypers. Consequently, cannibalism functions in the
hypertext as an ironic counterstereotype whereby Franketienne reverses the cannibal
stereotype. This redeployment fits into Mireille Rosello's category of those who
'steal the negative image and put it to a different use'.51 In a similar manner to
several of the Francophone postcolonial writers analyzed by Rosello, Franketienne's
ludic reappropriations of the cannibal stereotype could be described as '[resorting] to
visible stereotyping techniques' and 'not [taking] the trouble of providing [the]
character with a personality or a language'.52 As has been seen, Franketienne's




representations of foreign neo-colonial powers are never fully fleshed out as
characters. Instead, he employs exceedingly high levels of irony to dehumanize
them utterly by ridiculing their appearance, bodies, and eating habits to the utmost
degree.
Representations of Haiti being Eaten from the Inside
What is added also depicts Haitian-born post-colonial rulers since 1804 even more
explicitly as cannibals. Biting sarcasm is used to typecast Haiti's 'internal cannibals'
as frenzied consumers of human flesh to an even greater degree than in the
representations of stock colonial and neo-colonial characters. But is this not
problematic? Could it be argued that Franketienne is here falling into the trap of
reinforcing the reductive stereotype that all Haitians are cannibals? In her study of
stereotypes, Rosello has correctly pinpointed a 'danger of contamination between
stereotypes and a critique of stereotypes.'53 Fighting a stereotype, she observes, thus
serves inadvertently to perpetuate and reinforce it yet again. From my examination
of all the representations of Haitian post-colonial cannibals added throughout Les
Metamorphoses, I would argue that Franketienne can be thought of as 'declining' the
cannibal stereotype through the positive technique for this outlined by Rosello,
which consists of 'depriving it of its harmful potential by highlighting its very
nature.'54 1 would also argue that those who hold power in Haiti and their various
lackeys are the only ones who are depicted in this way by Franketienne. As will be
seen, he is also insisting on a contextual specificity ofwidespread rumours to do with
cannibalism in Haiti, in which similar links between Haitian leaders and the eating of
human flesh are often made.
53 Ibid., p. 39.
54 Ibid., p. 11.
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Cannibalism emerges in the additions as the single defining characteristic of Haitian
post-colonial leaders who are ambivalently represented as mirror images or
reincarnations of the external stock colonial and neo-colonial characters:
Portrait d'un haut dirigeant mangeur de visceres (Mets 2, p. 66)
Une bouillie de cervelle (Mets 3, p. 54)
[ils] nous devorentjusqu'a la moelle {Mets 6, p. 199)
Une bamboucherie de cervelles en sandwich (Mets 7, p. 73)
Throughout the additions, we find many such juxtapositions of words to do with
eating and references to innards, such as entrailles, intestins and visceres. This
added focus in the hypertext on internal organs emphasizes the iniquity of these
Haitian leaders: they do not stop at eating the flesh of their victims, they also guzzle
the innermost parts of their bodies. Also like the external cannibals, Haitian leaders
are depicted in the additions as having abominable gaping mouths, filled with
menacing teeth and blood:
'des machoires avides' (Mets 3, p. 157), 'machoires agressives' (Mets 3, p.
157), 'Bouche ouverte affamee' (Mets 4, p. 29), 'la bave sanglante' {Mets 4, p.
156), 'bouche repulsive' {Mets 5, p. 79), 'muqueuses ecarlates' {Mets 6, p. 39),
'gueule ouverte' {Mets 8, p. 161)
Une bouche putain pleine de poussiere. Une bouche vilaine mangeuse de boue.
Une bouche malsaine suceuse de sang. Une bouche horrible buveuse de fiel.
Une grande bouche prosaique repue d'informatique et des chiffres insipides
{Mets 5, p. 48)
Et les machoires du general putschiste jouent de l'accordeon dans un bal de
facto {Mets 5, p. 200)
Les crocs verdatres des mutants {Mets 7, p. 11)
The cumulative effect of such additions is to verbally transpose the gist of the
hypotext's many visual images of monstrous mouths, even if these additions are not
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inserted exactly where the images were once positioned in the hypotext and do not
transform any particular image. Despite the necessary selection of pictorial
elements, many of the adjectives and adverbs are extremely eidetic, for example the
chromatic qualities of 'verdatre' and 'ecarlates' bring a new visual dimension to the
added text which was not conveyed by the original black and white images of the
hypotext. When Franketienne describes these images verbally, he also spells out
explicitly what was only implicit in the images of L'Oiseau schizophone: that this
obsessive focus on gruesome mouths, jaws and teeth denotes the villainous
cannibalism and despotic rule of those in power in Haiti, for example: 'Et les
machoires du general putschiste jouent de 1'accordeon dans un bal de facto' (Mets 5,
p. 200) and 'Menace entre les dents du cannibale' (Mets 5, p. 233); his condemnation
of these Haitian leaders is also clearer from his choice of negative adjectives:
'aggressives', 'repulsive', 'putain', 'vilain', 'malsaine', 'horrible' in the additions
above.
Fantastic proportions are reached in Franketienne's representations of the
cannibalism of Haitian leaders added throughout Les Metamorphoses: he depicts
them eating babies' brains, selling human body parts at markets, and as being in
cahoots with reputedly anthropophagic secret societies. But these representations
have a bearing on widespread rumours in Haiti to do with links between powerful
politicians (in particular Francis 'Papa Doc' Duvalier), cannibalism and sorcery.55
Such rumours have a basis in the way that almost all Haitian leaders have flirted with
Vodou in order to seal their power.56 With the rule of Francis Duvalier, this link
between Vodou and ruler becomes the most extreme; Duvalier provokes fear by
55 For a detailed study of links made in prevalent rumours between Haitian leaders, cannibalism and
sorcery, see Laennec Hurbon, Culture et dictature en Haiti: I'imaginaire sous controle (Paris:
Harmattan, 1979); Hurbon, Le Barbare imaginaire, passim.
56 On the use made by Haitian presidents of Vodou, see Hurbon, Culture et dictature en Haiti, pp. 98-
99; Hurbon, Le Barbare imaginaire, pp. 89-92, 112, 115, 127, 189, 268-69, 314.
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imitating the dress and speech of the fearsome Vodou god of the cemetery, Baron
Samedi.57
But of most relevance to Franketienne's portrayal of Haitian leaders as cannibals is
the strong association that Francis Duvalier fostered between his power and secret
societies such as bizango, zobop, champwel, vlenbendeng and zenglendo.58
Cannibalism is the one defining characteristic linking all of these secret societies in
the popular imagination. To promote these links Duvalier recruited members of
these societies to work as Tontons Macoutes. It is in this way that rumours have been
propagated of Duvalier eating and making soups from the skulls of opposition
leaders captured and assassinated by his Tontons Macoutes. Thus when
Franketienne adds references to those in power in Haiti, he refers to them
collectively as 'rois bizangots anthropophages', 'zobopes', 'zinglindos' or
'zozobizangots'. Such terms act as a kind of shorthand to designate them as
cannibals and to denounce them as the perpetrators of heinous crimes. At the same
time, this insistent repetition ofwell-known names of anthropophagic secret societies
in connection with Haitian presidents and their lackeys instantly evokes the thirty
year dictatorship instigated by Duvalier and his attempts to promote himself as the
Vodou spirits' chosen leader in the eyes of the masses. Similar use of the
relationship between power, fear and cannibalism has also been made in another
Haitian context by rebels, calling themselves Tarmee cannibale', who in February
2004 took control of a number of towns before surrounding Port-au-Prince.
57 Duvalier would copy the distinctive dress of Baron Samedi who traditionally wears a black top hat,
mirrored glasses, a black tuxedo. In this way, Papa Doc adopted Baron Samedi's appearance as an
undertaker, and would also speak in a nasal voice, as if from beyond the grave. Similarly, Duvalier's
lackeys known as Volonlaires de securite nationale or, more commonly, as Tontons Macoutes
cultivated the appearance of Azaka, the Vodou god of agriculture by wearing his characteristic blue
clothing, red kerchief and by carrying a macoute or sack of woven straw, from which their alias is
derived. See Laennec Hurbon, Les Mysteres du vaudou (Paris: Gallimard, 1993), pp. 74—75.
58 To date the best analysis of how and why Haitian presidents in general, and Duvalier in particular,
have used rumours of cannibalism to their advantage is Hurbon's Culture et dictature en Haiti.
Hurbon argues that such tactics have enabled Duvalier to have even tighter ideological control than
his predecessors over the Haitian masses by portraying his power as ordained by the spirits and
therefore invincible to any attempts to oppose him. See Hurbon, Culture et dictature en Haiti, pp. 98-
99; Hurbon, Le Barbare imaginaire, pp. 127-29, 189, 282, 310.
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In addition to eating people, the other great power which these anthropophagic secret
societies wield, according to popular belief, is their ability to turn themselves and
others into a variety of animals, most commonly goats, pigs, bulls and horses. This
power is also attributed to Duvalier in particular through his and his lackeys'
association with secret societies and this is what Franketienne draws on when he
portrays Haitian leaders from over the past two hundred years as inhuman beasts.
Compared with the additions in Ultravocal [2], analyzed in chapter two, an even
more bewildering array of fabulous and imaginary beasts is added throughout Les
Metamorphoses. Added creatures include vautours, hydres, rats, parasites, crabes,
pores, chiens, chacals, carnicides feroces, rapaces, crocodiles, dinosaures, fossiles,
scorpions, macaques, faucons, maringouins-pinga-zombis (mosquitoes which can
turn you into a zombie), sauterelles, lezards, ravets (cockroaches), mabouyas (a type
of lizard), vers, chats, requins, fourmis, mouches, vaches and malfmis (hawks).
These additions serve to make the animal symbolism of the hypotext even clearer, as
almost every animal referred to in the hypertext's additions is in some way related to
the cannibal leitmotif. Many of the animals are distinguished by sharp teeth or
sucker mouths, and are referred to as big eaters, and as eating the flesh of their own
as well as other species. The addition of the adjective 'vorace' eight times in Les
Metamorphoses serves to draw attention to the insatiable appetite which marks these
animals. This allegorical description of Haitian leaders as flesh-eating animals
serves two main purposes: it enables Franketienne to belittle those in power, showing
that they are no more than beasts; it spells out for the reader that the leaders'
behaviour is bestial and brutish and that they are led only by their own voracious
appetites.
By far the most frequently added species, rats epitomize for Franketienne the
cannibal traits of the Haitian leaders. Like them, the rats commit despicable crimes,
such as the eating of children's flesh: 'des rats ont coutume de mordre la chair de nos
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enfants' (Mets 3, p. 51), as well as heinously eating the most vulnerable parts of the
body: 'les rats mangeurs des testicules' {Mets 3, p. 193). In the additions,
Franketienne more clearly juxtaposes the word 'rat' with human traits and references
to parliament, tyrants and corrupt power to make their symbolism even clearer, for
example: 'Des rats dix-huit carats s'enervent au faite de leur pouvoir' ( Mets 4, p.
158); 'un rat ruse' ( Mets 5, p. 34); 'des rats monstrueux sur la scene politique.
Magouille et sorcellerie' ( Mets 6, p. 140); 'Les rats du Parlement' {Mets 6, p. 185);
'Les rats et les tyrans epileptiques' {Mets 7, p. 122); 'rats politiciens' {Mets 7, p.
187). Of particular significance in these additions is the direct link made between
despicable rats and 'magouille' and 'sorcellerie', a reference to the connection
between those in power in Haiti and the sorcery of secret societies led by boko and
known as bizango, zobop, vlenbendeng, zenglendo and champwel. It is also believed
that these anthropophagic secret societies have the power to transform into an animal
any enemy or anyone who strays across their path when they patrol at night. In this
way, human flesh in the guise of animal meat can be sold and eaten by others.
Hurbon sums up this popular belief thus:
Se transformer en betes, ou transformer d'autres en betes, c'est le libre pouvoir
du sorcier: celui de se nourrir de la force des autres [...] Finalement, si les
sorciers se multiplient, si ces "bandes" continuent a sortir ouvertement la nuit,
on ne pourra plus savoir ce qu'on mange, quand on mange de la viande: un
trafic de chair humaine s'etablirait a travers tout le pays en sorte qu'il devient
difficile de distinguer desormais un cabri d'un vrai cabri, un boeuf d'un vrai
boeuf, a moins de disposer soi-meme de pouvoirs magiques [...] Plusieurs
HaTtiens de milieu populaire m'ont d'ailleurs signale qu'ils ont decide une fois
pour toutes de ne plus manger de viande de boeuf pour eviter tout contact avec
la sorcellerie. Periodiquement en effet on raconte qu'on decouvre des "dents
en or" dans les machoires de boeuf conduits a 1'abattoir.59
In other words, any kind of eating could be an act of cannibalism and bands of
bizango, zobop, zenglendo, champwel and vlenbendeng can eat people indirectly,
either vicariously by selling human flesh as animal meat for human consumption, or
59 Hurbon, Le Barbare imaginaire, pp. 187-88.
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by 'feeding' on the force of others. According to popular belief, if someone visits a
boko to increase his or her social standing and wealth but has no money with which
to pay the boko or is asked to bring a chicken to be sacrificed in exchange, that
person could go home to discover that a member of his or her family, usually a child,
has died of a sudden inexplicable illness in the meantime. The boko has 'eaten' the
force of the body of the deceased, who the relative has unwittingly 'sold' to be
'eaten' as recompense for the boko's services.60 Similarly, it is believed that by
drinking or eating with a group of bizango, champwel, zenglendo, zobop or
vlenbendeng, a person might inadvertently be consuming the flesh and blood of a
family member.61 Although they do not literally put the flesh of another human
being into their mouths, they can consume human flesh and blood by other means.
In his widening of the dialectics of cannibalism, Franketienne draws extensively on
these popular beliefs.62 To underline that the exploitation of colonial powers has
continued unchanged under Haitian rulers, Franketienne represents those in power in
Haiti since 1804 as taking up where the stock colonial characters left off and
continuing to eat the force out of others' bodies by violently exploiting them in
various ways to serve their purposes and to raise their profits. Any violent use of a
fellow-man's body, such as torture, maiming, killing or rape is shown even more
clearly in the hypertext than in the hypotext to be a type of cannibalism. This is
clearest in the overlap between sex and cannibalism in the additions where references
to brutal sex are often juxtaposed with verbs like 'manger', 'devorer' and where
those carrying out the acts of rape/cannibalism are described as 'mangeurs' or
'devoreurs':
[...] ils barbouffaient la chair femelle (Mets 1, p. 117)
60 See Hurbon. Le Barbare imaginaire, pp. 179, 186-87.
61 Ibid., p. 177.
62 For a non-literary perspective on these popular Haitian beliefs, see Mimi Sheller, Consuming the
Caribbean (London and New York: Routledge, 1993).
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La charnelle et cynique virilite du bourreau cannibale misogyne intraitable,
misanthrope implacable, coupeur de clitoris [...] mangeur invetere de bangalas
begas' (Mets 4, p. 110)
Femelles ecartelees [...] Femelles emmiganees aux crues de la legende.
Femelles cuisine nocturne. Femelles moulinees, triminees. (Mets 5, p. 144)
Le sexe dechalbore, la chair decharpille et la langue filangee [...] La boucherie
nauseabonde (Mets 5, p. 9)
Les misogynes devorerent l'ecorce des gynoupies ( Mets 5, p. 56)
[...] un roi tout-puissant friand de clitoris, mangeur de cacahuetes et de vulves
opulentes {Mets 7, p. 45)
Mefiez-vous des magradoubicons friands de megapines aux languettes epicees
{Mets 8, p. 178. 'Languettes' is Creole for 'clitoris'.)
Extremely violent rape is consistently likened to human sacrifice and, as can be seen
from the additions above, these descriptions are frequently accompanied by lengthy,
pleonastic accounts of genital mutilation and bodies ripped to shreds. The bodies of
these raped women are joined by many other piles of corpses, other mutilated or
castrated bodies and severed body parts which litter the additions of the hypertext.
Haiti is described at many points as awash with blood from these corpses, and 'sang'
and 'sanglant' are among the most frequently added words in the hypertext. A
plethora ofwords insists emphatically on how these bodies have been cut up into tiny
pieces and those responsible are denounced in the additions as having a 'brevet-
licence en boucherie-charcuterie' {Mets 3, p. 195 ). It is also made clearer in Les
Metamorphoses that this torture, maiming, killing and rape has been done by those in
power and their various lackeys, and that the very basis of their power depends on
the fear caused by their 'exhibition de tetes coupees et de corps mutiles', allowing
them to flaunt the way in which dissidents will be treated. The additions depict
clearly and hyperbolically that the life force of these bodies and bodily fluids is what
powers the regime. This is summed up particularly well by the following addition
which depicts those in power living off'[Un reservoir] versant [sept] litres [de sang a
la minute]' (Mets 3, p. 7).
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Numerous added juxtapositions in Les Metamorphoses point to the huge gap between
the incredible riches of Haitian leaders as a result of such partnerships with capitalist
multinational organisations, lining their wallets and bellies, and the vast majority of
the famine-struck population. References to the latter's daily struggle to obtain even
the most basic subsistence are added repeatedly throughout the hypertext. This
glaring disparity is flagged up to an even greater extent in the additions of the
hypertext which amplify the hypotext's depictions of the obscenely lavish lifestyles
of those in power in Haiti. Those in power in Haiti are constantly defined by their
exorbitant appetites, described as 'gorge', 'truffe', 'replete', 'plein', 'repu',
'empiffre' and 'rassassie', and are also repeatedly designated 'grands mangeurs' and
'alouphards' (a Frenchified spelling of the Creole word 'aloufa' meaning glutton):
La fete des alouphards et des anthropophages. L'ignominie, L'avidite des
grands mangeurs ( Mets 4, p. 221)
Alouphards empiffres de triperie. Grands mangeurs insatiables {Mets 5, p. 72)
Gourmandise desastreuse. Voracite catastrophique des grands mangeurs. Le
sexe assaisonne au gout de la violence {Mets 5, p. 103)
Grands mangeurs de vulves {Mets 6, p. 21)
juger les ministres [corrompus et tous les grands mangeurs] (Mets 6, p. 116)
Politique supersale. Boucherie. Charcuterie. Tout un supermarket dans le
ventre des grands mangeurs nocturnes {Mets 8, p. 149)
Through pronounced hyperbole in these added descriptions of the unbridled gluttony
and drunken orgies of the 'grands mangeurs', the excessiveness of their eating,
drinking and erotic frivolity is made clearer. Elsewhere in the hypertext's additions
there are constant reminders of the fantastic proportions of the grotesque fat bellies
of'grands mangeurs'. They are also frequently portrayed as vomiting and defecating
profusely, and as suffering from gout and syphilis as a result of their overindulgence
in food, drink and sex.
That this avidity constitutes a type of anthropophagy is constantly stressed
throughout the additions, as is the case in the first quotation above where the words
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'alouphards' and 'anthropophages' are juxtaposed. The sinister pole of such
enormous 'avidite' is also evoked by the preceding word 'ignominie'. By describing
these big eaters being stuffed full of'triperie', the second quotation above also points
to cannibalism. Tripe is consumed in great quantities by the grands mangenrs
throughout the additions of Les Metamorphoses. In his examination of the role of
tripe in Rabelais's work, Bakhtin explores its various associations, many of which
are extremely pertinent to the significance of the grands mangeurs' vast consumption
of tripe in the hypertext. Bakhtin's observation that: '[...] it was believed that after
cleansing tripe still contained ten per cent excrement which was therefore eaten with
the rest of the meal', and that: '[...] the belly does not only eat and swallow, it is also
eaten, as tripe. [...] tripe is linked with death since to disembowel is to kill' are
relevant to Franketienne's portrayal of the grands mangeurs' feast because they are
portrayed as eating the internal organs of victims throughout Les Metamorphoses.63
Indeed, the enormous appetites of the grands mangeurs are said to be so 'insatiables'
that they are prepared to eat every last morsel of their victims, right down to his
internal organs full of excrement. The third and fourth quotations clearly equate
orgies with gluttony, while the corruption of politicians is also linked with the greed
of the grands mangeurs in the fifth quotation. The type of meat subjected to
'boucherie' and 'charcuterie' by the 'grands mangeurs' is not specified, but it could
potentially be human meat. In any case, the references to 'tout un supermarket'
conjures up an image of a cornucopia ofmany different foodstuffs.
In stark contrast to, and often juxtaposed with, these images of an elite few in Haiti
living in luxurious palaces and indulging in absolute excesses, we find a gallery of
starving people added to the hypertext. Words like 'faim', 'soif, 'affame', 'assoiffe'
and 'fameliques' are recurrent additions and there are many depictions of characters
who have nothing to eat:
63 liakhtin. Rabelais andHis World, pp. 224, 434.
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Crise alimentaire aigue {Mets 4, p. 107)
[...] les entrailles torturees par la faim aux spasmes du diaphragme (Mets 4, p.
199)
Pas de pain pas de riz pas de lait pas de sucre! Colique miseree [...] un peuple
affame ( Mets 4, p. 202)
Diarrhee tuberculose [...] malnutrition [...] insuffisance renale ( Mets 5, p. 74)
Sonnerie d'alarme dans les tripes encordees macornee epuisees laminees (Mets
5, p. 93)
au bout de la faim et de la soif ( Mets 5, p. 118)
[...] le peuple affame se nourrit de tuf et de cactus bouillis (Mets 6, p. 124)
Rien que des corps tordus mines par la famine et la souffrance {Mets 8, p. 189)
In the additions, there is often a focus on the devastation which such extreme
malnutrition wreaks on the internal organs of those who are starving and dehydrated.
For example, in the second, fifth and eighth quotations above, the bodies are
described as buckling under the torture of advanced starvation to the point where
even their diaphragms are severely affected. In particular, the fifth quotation picks
up on an expression in Haitian Creole 'Trip kode', which immediately evokes
starvation, because it refers specifically to the feeling of the intestines being tied in
knots from lack of food. Another Frenchified Creole word 'macornees' in that same
quotation reinforces the sense of 'trip kode' by once again making us think of the
intestines as being 'makonen' — all twisted and tangled up. Repeatedly, therefore,
our attention is drawn in Les Metamorphoses to widespread suffering, famine, and
drought.
Haitian post-colonial cannibals are thus depicted in a very similar way to the stock
colonial and neo-colonial foreign cannibals. Indeed, the distinctions between these
sets of characters blur completely in order to portray them as the latest reincarnations
of the flesh-eating, corrupt rule of the repeating Plantation. Again, cannibalism is
equated most graphically with large-scale exploitation of, and violence towards, the
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Haitian people. However, Franketienne's amplification of the theme of cannibalism
is more complex here than in his representations of foreign cannibals. Through my
analysis of additions to do with the Haitian post-colonial cannibals, I have
demonstrated that Franketienne is engaging profoundly with common political
associations of cannibalism in the Haitian context. Above all, his representations are
based on the rumours promoted by Duvalier pere between his power and supposedly
anthropophagic secret societies. Finally, it has also been seen in this section that he
widens the dialectics of cannibalism still further when representing Haitian leaders.
In addition to the 'cannibalism' of generalized exploitation, they are also portrayed
as 'eating' Haiti from the inside through rape, torture, maiming, killing, and the
creation of obscene inequalities between rich and poor.
From Feast to Carnival
Satirical and debunking forms of representation, already noted in the first part of this
chapter, are carried to their most extreme point in the additions to do with successive
generations of Haitian dictators. In this section, I relate the exuberantly tongue-in-
cheek mood of numerous additions to the Bakhtinian notion of the carnivalesque. In
so doing, I show that what is added in Les Metamorphoses at once refutes and
supports Mikhail Bakhtin's thesis that carnival is a liberating festivity in which a
carnivalesque spirit breaks down and reverses hierarchies. Already the quotations
analyzed at the end of the last section, which highlight the outrageous and unbridled
gluttony of a few Haitian leaders at the expense of the Haitian masses resemble that
which Bakhtin terms: 'the intimate feast with hungry beggars at the door', and which
he describes thus: 'If this picture of eating and drinking is hyperbolic, it is a picture
of gluttony, not an expression of social justice. It is a static way of private life,
deprived of any symbolic openings and universal meanings.'64 It is against this
64 Ibid., p. 302.
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intimate feast for the few that Bakhtin celebrates the totalizing power of carnival in
lyrical terms:
As opposed to the official feast, one might say that carnival celebrates
temporary liberation from the prevailing truth of the established order; it marks
the suspension of all hierarchical rank, privileges, norms and prohibitions.
Carnival was the true feast of time, the feast of becoming, change, and renewal.
It was hostile to all that was immortalized and completed.65
Bakhtin's positive championing of carnival has, as several commentators have noted,
been used virtually unaltered and unchallenged in the numerous applications of this
theory to actual carnivals throughout Latin America and the Caribbean, or to
depictions of carnival in the literatures of those countries, where the tradition of
carnival celebration is strong.66
In contrast, however, the additions of Les Metamorphoses portray actual carnival in
Haiti as summing up that which is worst about the country. Indeed, Franketienne
casts Haitian carnival even more negatively than one prominent Caribbeanist,
Richard Burton, who has argued that 'what happens during the four days of carnival
in Trinidad is not fundamentally at variance with what happens during 360-plus days
of the year.'67 Additions made throughout the hypertext concentrate on the cynical
manipulation of Haitian carnival celebrations by those in power. To convey his
negative slant on carnival, Franketienne even coins a portmanteau term,
mardigrature, which he employs throughout Les Metamorphoses as a kind of
shorthand for carnival in Haiti. 'Mardigrature' combines 'mardigras' with the
neologism 'grature', based on the verb 'grater', and this evocation of scratching or
scraping clearly presents carnival as malign. Carnival is also made to sound ominous
65 Ibid., p. 10.
66 See the following unqualified applications of Bakhtin's carnivalesque to Latin American writers
and Martinican writer Raphael Confiant: Menton, Latin America's New Historical Novel; Benitez-
Rojo, The Repeating Island", Scharfman, '"Creolite" is/as Resistance'.
67 See Richard Burton, Afro-Creole: Power, Opposition, and Play in the Caribbean (Ithaca and
London: Cornell University Press, 1997), p. 157.
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through the repeated juxtaposition of that word with negative adjectives or nouns in
the additions of the hypertext, where we find many references to 'carnaval sanglant'
( Mets 2, p. 57; Mets 4, p. 202; Mets 8, p. 32), as well as descriptions of carnival as:
'le carnaval des ombres' (Mets 4, p. 110); 'mardigrature tragique' (Mets 4, p. 230);
'un afifreux carnaval' ( Mets 5, p. 85); 'carnaval macabre' {Mets 5, p. 120); 'un
carnaval funebre' {Mets 5, p. 125); 'des mardigras macabres' {Mets 6, p. 23);
'carnaval guet-apens. Carnaval trahison. Carnaval catastrophe' {Mets 6, p. 210);
'carnaval cannibale' {Mets 7, p. 162); and 'bacchanales des cannibales' {Mets 8, p.
36). Unlike Bakhtin's vision of carnival's great potential for liberating the masses
and enabling them to enter their 'second life', the way Franketienne portrays actual
carnival in Haiti is more akin to the viewpoint of several critics of Bakhtin's theory
who see carnival as a licensed release and form of social control over the masses.
For example, Umberto Eco's view of actual carnival is antithetical to Bakhtin's:
Carnival can exist only as an authorized transgression [...] In this sense,
comedy and carnival are not instances of real transgressions: on the contrary,
they represent paramount examples of law reinforcement. They remind us of
the existence of the rule.68
Similarly Terry Eagleton also finds fault with Bakhtin's positive take on carnival,
and instead considers carnival to be a clearly 'licensed enclave':
Indeed carnival is so vivaciously celebrated that the necessary political
criticism is almost too obvious to make. Carnival, after all, is a licensed affair
in every sense, a permissible rupture of hegemony, a contained popular blow-
off as disturbing and relatively ineffectual as a revolutionary art. As
Shakespeare's Olivia remarks, there is no slander in an allowed fool.69
Furthermore, Eco contends that the most repressive dictatorships have always
condoned carnival and have used it also as a means of keeping the masses quiet. In
the additions of Les Metamorphoses, however, successive generations of despotic
68
Umberto Eco, 'The Frames of Comic Freedom', in Carnival, ed. by Thomas Sebeok (Berlin:
Mouton, 1984), pp. 1-9 (p. 6).
69
Terry Hagleton. Walter Benjamin or Towards a Revolutionary Criticism (London: Verso, 1981), p.
148.
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rulers are shown not merely to permit carnival but actually to organize it themselves
in order to shore up a semblance of popular support through meagre bribes. Nothing
is changed by these bacchanalia, and afterwards the masses remain as excluded as
before by those in power.
This point that actual carnival celebration in Haiti has been taken over, and is
completely controlled, by those in power is made several times throughout the
additions of Les Metamorphoses, where there are several references to 'carnaval
politique' (Mets 6, p. 59), and to 'strategic mascarade' (Mets 5, p. 49), and where
carnival is even described as belonging solely to the President, 'Au carnaval du
president [...]' (Mets 6, p. 33). Nameless dictator figures are also often depicted
presiding over the carnival celebrations, for example: 'Soudaine metamorphose en
pleine saison de carnaval. Le dictateur assis dans un fauteuil a roulettes' (Mets 3, p.
50). It is also spelt out in the additions that carnival is orchestrated by successive
dictatorships in order to allow the masses to let off steam without in any way
endangering the status quo: 'Trois jours gras comme ration salutaire' (Mets 5, p.
222).
Further rations are also given to the masses in the form of food and alcohol; these
meagre bribes enable those in power to present an aura of popular support. Lengthy
enumerations throughout the additions of the hypertext of the various types of food
and drink make the point very clearly that food and drink are used as an incentive to
lure the masses:
[...] un bouillon magique a recette magnetique. Migan pied boeuf sale,
vendredi treize, quantieme poison. (Mets 2, p. 128)
Goyave tomate aubergine afiba calalou grillot cochon amalgame d'accassan
bouillabaisse pour la democratic demagogique et la faussete des cris dans un
gouffre politique folklorique. (Mets 4, p. 49)
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L'ideologie culinaire bouillonne obscurement, assaissonee aux epices des
tenebres. Le Conseil Municipal attaqua la parole populaire (Mets 5, p. 119)
Gloussements de plaisir carnavalesque [...] Haute cuisine de la zombification et
de la falsification programmee. {Mets 5, p. 139)
Championnat bouillabaisse. Mardigrature a vie et cinema gratis. Rien que
magicriture. Carnaval au suffrage populaire. {Mets 5, p. 220)
Saladine moutardine. Mayonnaise creme de soupe. L'idee democratique des
grandes concupiscences culinaires diaboliques. {Mets 7, p. 118)
bouillabaisse ideologique {Mets 8, p. 102)
In the quotations above, we see that various foods are described as being ground
down into liquid dishes, such as soups ('bouillon', 'creme de soupe', the three
references to 'bouillabaisse'), and porridges ('accassan'). Many of the ingredients
are genuine foodstuffs, but some components of the soups and porridges have sinister
overtones. For example, the first quotation describes what is clearly a magic potion,
containing the evil-sounding ingredients 'vendredi treize' and 'quantieme poison'
while it is ominously not specified in the first and second quotations whether the
'migan' (sacrificial flesh) and the 'afiba' (the intestines or tripe) consists of human
body parts or those of some other animal.
References to 'demagogues' and descriptions of those in power as 'demagogiques'
abound in the additions of the hypertext, and the second quotation makes it clear that
this tactic of bussing in huge numbers from around the country and then plying them
with food and alcohol in return for a show of popular support appeals to the basest
instincts of the mob. Many of the added words above, such as 'faussete', 'menteux',
'mensonge', 'falsification', 'falsifier', 'folklorique' and 'ideologique' show how
those in power in Haiti continually take advantage of the increased credulity of the
intoxicated and replete revellers to indoctrinate them ideologically.70 This enables
70
Throughout Franketienne's oeuvre, this word 'folklorique' is always used in the negative sense as a
shorthand way of referring to attempts by those in power to focus attention back onto a glorious
revolutionary past in order to ignore the pressing problems of the present.
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them to surreptitiously prolong the status quo, as well as the dictator's presidency for
life or 'mardigrature a vie', and it is also a devious means of curtailing free speech
('attaquer la parole populaire' in the third quotation above), and of obtaining the
popular vote in a 'carnaval au suffrage populaire'.
This mystification is described as 'magnetique' in the first quotation, in other words,
it sucks in the masses and, as the fourth quotation above makes clear, this is
portrayed more clearly in Les Metamorphoses as a kind of mass-zombification of the
Haitian people. The zombie metaphor is central to Franketienne's oeuvre, as we has
already been seen in chapter one on Dezafi [1] - Les Affres - Dezafi [2] in part one of
this thesis and, as is the case for that triad, what is stressed through the added
representations of the Haitian masses as zombies is that, as a result of their gullibility
to such bribes and their lack of action against those in power, they are presented
collectively as having their heads in the sand with their 'disposition tete-beche' {Mets
6, p. 165 and Mets 8, p. 108), being in a permanently comatose state. They are also
shown staggering around in a dazed and drunken stupor which renders them utterly
unthinking, unaware, unconcerned and unresponsive to the soporific mystification
which they are fed by those in power, for example:
L'Etat militaire danse inconsciemment dans I'ivresse de la mort {Mets 3, p. 67)
La precoce amnesie ou s'abime la conscience, le temps coagule {Mets 4, p. 92)
Le drame de l'irresponsabilite, quand ils bouchent leurs oreilles et qu'ils
ferment leurs yeux {Mets 4, p. 145)
L'amnesie nous consume {Mets 5, p. 50)
La liqueur folklorique comme un baume sur la conscience meurtrie {Mets 5, p.
244)
Dormir amer de sel. Dormir debout de gel. Dormir amour de fiel. Dormir a
gout de mort. Dormir profond de lune. Dormir a queue sensuelle. Dormir de
jouret de nuit. Absolument dormir! {Mets 7, p. 191)
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Once again, as in Les Ajfres and Dezafi [2], it is stressed that sleeping, and drug- or
alcohol-induced stupor, symbolize an utter lack of consciousness and conscience,
and are portrayed as wholly negative. The above additions make clear that those in
power keep the masses in check by maintaining the process of intoxification in order
to divert their attention from the real, pressing issues and to defuse any potential for
revolt.
Despite this portrayal of actual carnival in Haiti being organized by those in power
and inducing a permanent state of zombification, Bakhtin's vision of a totalizing,
levelling liberation is very pertinent to the textual carnivalization of Franketienne's
L 'Oiseau schizophone and Les Metamorphoses, as will be examined. First, however,
there is another obvious divergence between Franketienne and Bakhtin which needs
to be tackled: the question of context. For Bakhtin, of course, is referring to a very
different type of carnival from the twentieth-century Haitian carnival to which
Franketienne constantly refers in a negative way. In both Rabelais and his World
and chapter four of Problems ofDostoevsky's Poetics, Bakhtin makes it clear that he
is referring specifically to folk-carnival in European countries throughout medieval
and Renaissance times and up to only the second half of the seventeenth century.71
For Bakhtin, modern-day European 'carnivals' do not deserve that name and have
become but 'narrow theatrical-pageantry'. His focus is thus far removed from
carnival celebrations in present-day Haiti or in other New World countries, which
start to take off in the seventeenth, eighteenth and subsequent centuries, at precisely
the same period as carnival traditions are waning and becoming narrower in Europe,
according to Bakhtin.
Nevertheless, Bakhtin's account of the degradation and trivialization of carnival in
European countries in the seventeenth and eighteenth centuries is of relevance to
71 See Mikhail Bakhtin, Problems of Dostoevsky's Poetics, trans, by Caryl Emerson (Manchester:
Manchester University Press, 1984), p. 131.
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Franketienne's negative portrayal of how carnival in Haiti has waned and lost touch
with common people, having been taken over by those in power. Also relevant to
my examination of the transposition of elements of carnival into L 'Oiseau
schizophone and Les Metamorphoses is Bakhtin's observation that it is during this
decline that carnival ceases to be the source of carnivalization, and instead the truest
sense of carnival is henceforth to be found in the transposition of elements of
carnival into literary works or, as Bakhtin terms such transposition, the
carnivalization of literature.72 Although Franketienne repeatedly depicts actual
carnival in Haiti only in negative terms, Bakhtin's vision does permeate
Franketienne's work, in particular L 'Oiseau schizophone and Les Metamorphoses,
which are carnivalized to a high degree. Many characteristic elements of true
carnival, as outlined by Bakhtin, such as carnivalistic crownings, decrownings and
bringing down to earth, particularly through focus on the material bodily lower
stratum, abound in Franketienne's added representations of Haitian leaders
throughout Les Metamorphoses, while a carnivalesque spirit can also be detected in
the verve of his use of language.
Particularly pertinent to the way in which Franketienne debunks those in power are
several of the series identified by Bakhtin in relation to Rabelais's work, such as
those relating to the human body in its anatomical and physiological aspects; the
food and eating series; the drink and drunkenness series; the sexual series
(copulation), and the defecation series.73 As already examined in this chapter, the
extremely hyperbolic eating series and drink-drunkenness series occupy an enormous
place in the hypertextual additions, and are central to Franketienne's depiction of
those in power as cannibals. But other series, namely the body series, the sexual
series, and the defecation series all intersect with the portrayals of those in power as
72 Ibid., pp. 107, 122, 124, 131 and 157.
73 On the basic groups of these series and their interactions in Rabelais's work, see Mikhail Bakhtin,
The Dialogic Imagination, trans, by Michael Holquist and Caryl Emerson (Austin: University of
Texas Press, 1981), pp. 170-206.
216
grands mangeurs and drunkards, and all also occupy a very prominent role in
decrowning those in power in Les Metamorphoses. These intersecting series
combine forcefully in the additions of Les Metamorphoses to debunk those in power
by turning them upside-down and inside-out. Very frequently added words include
renverser, renversement, a I'envers, inverse, chavirer and tete-a-queue, and this
carnivalized 'monde a l'envers' is made more blatant still through many added
references to the larger-than-life genitalia of those in power, which are often
represented as bathed in a light which draws attention firmly to them:
[...] un eclairage au cul {Mets 3, p. 196)
Immensite du sexe [...]. Un projecteur au cul {Mets 4, p. 98)
Tout le sens du cocasse [sur le divan du chef etendu nuit et jour sous la lumiere
d'un projecteur et contemplant la calvitie d'un coq ithyphallique] {Mets 6, p.
33)
L'anus clignote au feu de la defecation {Mets 6, p. 94)
[...] la lumiere artificielle d'un penis lampadaire {Mets 6, p. 191)
[...] un penis qui brille {Mets 8, p. 55)
[...] le sexe en feu {Mets 8, p. 161)
Un penis de lumiere {Mets 8, p. 172)
That which is normally kept well hidden under the clothing of those in power is
made most prominent and even illuminated in the additions above. The added
descriptions of those in power all gravitate right to the bottom of the lower strata of
their bodies, with the words cul, fesses, hounda (Creole slang for 'arse'), phallus,
zozo (Creole slang for 'phallus'), zizi, verge, sexe, pine, queue, vulve, languette,
vagin, au trefonds figuring very prominently.74 Some of these additions also spell
74 It is here that the clearest parallels can be seen between Franketienne and Raphael Confiant's use of
carniva/esque elements in their writing. Like Franketienne, Confiant also refers many times to
oversized genitalia. See the examples from Contiant cited at the beginning of this chapter on p. 180 of
Themistocle's two-metre long phallus and Alcide's enormous and unfading erection. For analysis of
these carnivalesque aspects, see Scharfman, '"Creolite" is/as Resistance' and Spear, "Jouissances
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out more clearly their function, which is to decrown those in power, to 'deshabiller
[leur] sexe' (Mets 8, p. 29), and to display their 'cul decouronne' {Mets 5, p. 238) and
'sexe deboulonne'. In other words, Franketienne brings down those who are highest
in power by repeatedly depicting them digesting, defecating and in the sexual act by
a massive exaggeration of all the material aspects of the body in all its parts,
members, organs, orifices, excretions, bodily deformities, and perversions.
Franketienne coins a new compound verb sexefesser out of two of the most
frequently added genitalia, to show the extent of the anonymous dictator figures'
perversions in lewd acts of masturbation, for example: 'Le president mascarognard
sexefesse avec lui-meme' (Mets 4, p. 74). Another neologism debounderade, which
dervies from the Creole term 'bounda', is inserted frequently in the additions of Les
Metamorphoses to link those in power with explosive and abundant outpourings of
excrement. The excrement series occupies a large place in the additions. Those in
power are repeatedly connected with this series, and are represented as cesspit
emptiers ('vidangeurs'), as suffering from severe bouts of either diarrhoea or
constipation, and as stuffing themselves with laxatives. In what is added in the
hypertext, all sorts of foul emanations are depicted pouring forth in great abundance
from every orifice of the bodies of those in power. Frequently added words depict
them vomiting (degueuler, vomir, vomissure), urinating (uriner, urine, pisser),
defecating (defequer, caca, chiasse, chiasserie, excrement, feces, merde, fiente,
diarhee, flatulences, peter, petomane), spitting (cracher), drooling (have), and we
also find many references to bodily fluids, such as bile and fiel which help those in
power to digest their copious amounts of food and drink. Descriptions of these
bodily fluids are frequently surrounded by adjectives and other words, which either
denote huge quantities or which give them negative qualities, for example:
carnavalesques'. According to Spear, there is an element of glorification of the phallus in Confiant (p.
138-42). In Franketienne, on the other hand, as is clear from the additions quoted in this chapter, such
uncovering of the lower bodily stratum in his representations of Haitian dictators is less ambiguously
mocking, and has a clear condemnatory effect.
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Chiasserie marecageuse. Vomissures degueulasses d'un pouvoir d'exception
(Mets 4, p. 67)
[...] la bave sanglante [...] un vomir glaireux (Mets 4, p. 156)
Defecation gluante (Mets 5, p. 9)
[...] la diarrhee des avalasses (Mets 7, p. 69)
Fiente perpetuelle (Mets 8, p. 129)
Those in power are depicted as always having the runs, and the stickiness and
sliminess, which are characteristic of so many of their bodily fluids, are always
negative in Franketienne's symbolic universe.
As Bakhtin observes, any mixing up of the eating, defecating, and sexual series
associated with the material bodily lower stratum renders these series particularly
disgusting. Such mixtures abound in Franketienne's representations of Haitian post-
colonial cannibals:
Provocation libidineuse aux clignotements du clitoris. Fureur de femme fatale
pissant des jets aphrodisiaques dans la bouche du despote impuissant (Mets 3,
p. 86)
La graisse des excrements et le miel des urines se melangent dans les urnes et
se transmuent en or democratique (Mets 3, p. 133)
La danse joyeuse des rats scatophages, leur gluante euphorie dans le miel des
latrines (Mets 3, p. 150)
Politiciens vereux. Vidangeurs pataugeaient dans le beurre des latrines (Mets
6, p. 28)
Graisse vaginale et confiture anale (Mets 6, p. 114)
Comment font-ils aussi les empereurs et les rois pour soulager leur trop-plein
de feces? [...] Au clair de la diarrhee, dormait la zizine en dada madoda su?ant
la pine republicaine (Mets 8, p. 200)
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As seen many times throughout this chapter, the eating series and the sexual series
are frequently intersected in the additions in order to debunk those in power, to point
more clearly to the greediness of their oversexualisation, and to stress that rape and
other forms of sexual exploitation are tantamount to acts of cannibalism. In the
additions listed above, we see that the defecation series also intersects many times
with both the eating series and the sexual series. What is particularly gruesome in
the above additions is that many orifices of the body are depicted as spewing forth or
consuming eliminations, which would normally come out of quite different orifices,
often at opposite ends of the body. Those in power are described above as
scatophagi, and elsewhere in the additions of Les Metamorphoses, they are often
designated scatophiles.15 These mixed-up images of excrement and mouths are
disgusting, as are the other incongruous images of the quotations above, for example
the image of a woman urinating into a despot's mouth in quotation one, and the link
made in the last quotation between copious amounts of diarrhoea with the act of oral
sex. Also, the most common elements of the defecation series, such as excrement
and urine are combined with foodstuffs, most commonly honey or butter. Such
revolting combinations have the effect of hyperbolizing further the vulgarity and
perversions of those in power, and of focusing our attention even more firmly on the
material bodies of those in power, bringing them down to size by showing us that
those highest in power also possess the same body parts, organs and processes as
everyone else.
In drawing our attention to their lower bodily strata, Franketienne resembles Guede.
As already discussed in chapter one, Guede is the god of death and of the cemetery.
But he also provokes laughter because of his characteristic behaviour of displays of
lascivious gestures, which include dances known as banda imitating sexual coupling,
the brandishing of one of his symbols — a huge wooden phallus, and the telling of
obscene jokes to shock any puritanical onlooker, or those who think that they are
75 For example, Mets 6, p. 74.
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above all sexuality. These are the means through which he points to the sexual in all
men, and thus brings them down to the same level as everyone else.76 Precisely such
characteristic behaviour of Guede is stressed by one lengthy added sequence in Les
Metamorphoses, which serves to draw our attention to this lewd and obscene spirit:
[...] guedes pines seches, guedes les os fouillant les eaux, guedes loas
protecteurs des ames rebelles, guedes briseurs de fer, guedes grands loas
fornicateurs, guedes paillards, guedes fatras, guedes licence libertinage, guedes
puissance concupiscence, guedes jumeaux, guedes la charge et la decharge.
(Mets 4, p. 138)
Guede makes many appearances and is an important influence throughout the whole
of Franketienne's work, and Franketienne has himself declared that he was
'possessed' by Guede when writing and rewriting L 'Oiseau schizophone.71 Guede is
the lwa who has had the greatest impact on Franketienne, and is also the one he
particularly admires for his characteristic behaviour, especially the frank and satirical
manner with which he deflates all that is high and mighty by drawing attention to the
lower strata of their bodies. These aspects of Guede's behaviour are emulated or
possessed by Franketienne's style of writing, particularly in the obscene words and
gestures added in descriptions of those in power. Such Guede-like debunking is
most apparent in Franketienne's savage exposures of those in power through the
most lewd gestures and the most extreme obscenities, analyzed in this chapter.
When Franketienne focuses so heavily upon the lower strata of the highest in Haitian
politics, blowing up the lowest members, organs, orifices, eliminations and
processes, it is as if he, like Guede, is brandishing their exaggerated sexual organs at
them and at his readers.
76 See Deren, The Voodoo Gods, pp. 44, 84—87, 101-12, 265-66, note 46; Hurbon, Les Mysteres dn
vaudou, pp. 74—75, 94—95, 107-14.
77
Douglas, Unpublished Interview with Franketienne. See Deren on the relation of this one special
lwa or spirit to the individual. Deren, The Voodoo Gods, pp. 38-39.
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But the bottom of the body is also where the reproductive organs are found, which as
well as debasing can also renew and regenerate, and, as Bakhtin observes repeatedly,
this lower stratum of the body is linked to new beginnings as it is related to the acts
of conception, pregnancy and birth. It is significant that Guede, although linked with
the chthonic as Lord of Death and of the Cemetery, is also Lord of Life. We are
reminded strongly of this by his eroticism, and by his brandishing of the huge
wooden phallus, which link him firmly with the phallic principle of fertility,
childbirth and the future. Through Franketienne's Guede-like debunking,
oversexualizing focus on the lower bodily stratus, his hyperbolic blowing up of these
reproductive organs to fantastic proportions, and his focus on the elemental forces
which emanate from them, such as fecal matter, urine, and sperm, there is renewed
hope in the hypertextual additions for new birth and regeneration in the future. It is
ambiguous, however, that these additions tend to be juxtaposed with references to
apocalypse. Allusions to apocalypse were already frequent in the hypotext, but in the
hypertext, apocalypse is made to sound more imminent, for example:
Demain, apocalypse! (Mets 5, p. 45)
Annoncer l'imminence de la chute fracassante (Mets 5, p. 143)
Bientot le genocide (Mets 6, p. 198)
Et reviendra la catastrophe en son rituel atroce (Mets 7, p. 60)
Au secours! [Au secours! Voici la fin du monde] (Mets 7, p. 195)
[Terrible] acheminement vers [faneantissement] (Mets 8, p. 91)
La ville ensanglantee [s'engouffra dans la peur et la stupeur maligne] (Mets 8,
p. 182)
L'imminence de la grande catastrophe (Mets 8, p. 201)
La Mascarogne sombra dans un gouffre (Mets 8, p. 203)
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In these additions, our attention is drawn to impending and inexorable disaster
through the frequent addition of exclamation marks, time markers, such as 'Demain'
or 'bientot' and the use of the future tense. But the frequent introduction of this tense
and the use of such time markers, looking forwards to the future, also suggest the
hope that there will be a future at all, which is a marked departure from the hypotext
where it is a past tense, the imperfect, which predominates. Many of the additions
also suggest that there is a positive pole to this apocalypse, and that the destruction it
brings will also herald a new beginning, rebirth and regeneration, for example: 'Aux
premieres fleches de 1'aube jaillira la parole au moment ou les cendres de la belle
catastrophe seront dispersees aux reveil de ma terre' {Mets 2, p. 187). Here we see
that the tense looks clearly to the future, and the link made between 'catastrophe' and
'belle' is typical of a trend in the hypertextual additions of coupling words denoting
apocalypse with affirmative adjectives, thus making the positive pole of apocalypse
clear. The energy of 'jaillira' contrasts favourably with all the negative words, used
by Franketienne elsewhere in both hypo- and hypertext, to refer to the stagnation of
the present. Rebirth is clearly pointed to by the words 'aube' and 'reveil', and again
such additions are symptomatic of Franketienne's tendency of making frequent
additions like 'renaitre' particularly in the future tense and 'aube nouvelle'.
Such a regenerative pole is clearest in Franketienne's own debunking strategy, whose
positive demystifying role is emphasized self-reflexively many times in the
additions:
Laissez-moi rire des singes masturbateurs et de leurs marionettes aux bras
ballants! (Mets 6, p. 33)
Jeu de caricature et de fenetres bouffonnes. Un cinema burlesque anime la
parodie des ombres democratiques en un cruel delire jusqu'aux morsures de
Fame {Mets 7, p. 181)
Une esthetique de l'ironie cinglante et de l'humour sanglant {Mets 7, p. 196)
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Decrypter le desastre sous des cris d'hysterie [...] Denicher les faussaires et
tous les faux heros (Mels 8, p. 29)
He spells out here that his strategy for bringing those in power down to size is to
laugh at them, to represent their behaviour as utterly foolish and degraded with
strong elements of caricature, farce and burlesque parody. In this way,
Franketienne's repeated debunkings of those in power have a levelling effect.
This levelling is carnivalesque, and the observations which Bakhtin makes about the
effects of such bringing-down in Rabelais are very pertinent to Franketienne's
treatment of the foreign and Haitian stock colonial and post-colonial rulers, where
these representations invert the normal hierarchies of the outside world, debasing all
who are highest, bringing the top of Haitian society right down to the bottom, and by
showing through their material bodily aspect that all men are equal and all
hierarchies artificial.78
Carnival is even more obviously the means as well as the subject of representation, a
signifier but also a signified in the hypotext L 'Oiseau schizophone, where very
different kinds of images and text in various font sizes and types are laid out in
different directions, fusing elements we would not normally put together. This
carnival of the text of L 'Oiseau schizophone itself resembles that which Bakhtin
terms carnivalization ofspeech:
In a period of the radical breaking up of the world's hierarchical picture and the
building of a new concept, leading to a revision of all old worlds, objects, and
ideas, the coq-a-l'ane acquired an essential meaning; it was a form which
granted momentary liberation from all logical links — a form of free
recreation. It was so to speak the carnival ization of speech which freed it from
the gloomy seriousness of official philosophy, as well as from truisms and
commonplace ideas.79
78 See Bakhtin. Rabelais and his World, pp. 251, 383. 403, 410.
79 Ibid., p. 426
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In contrast, the hypertext Les Metamorphoses is not nearly as carnivalesque in its
means of representation to the same degree as L 'Oiseau schizophone: its layout has
been normalized; all text runs horizontally in the same size of font; and the only
variable is in the use of roman, italic and bold fonts in different sections of the
hypertext.80 But while the carnivalesque means of representation has clearly been
diminished in the new layout of the hypertext, the theme of carnival, as seen in this
chapter, has been brought out much more strongly in Franketienne's demystifying
representations of all those cannibals, both external and internal, in power since
Haitian independence.
In conclusion to this chapter, then, references to cannibalism have been added
everywhere throughout the additions of this hypertext. In this way, the eating of
human flesh is developed into by far the foremost characteristic of all Franketienne's
representations of successive generations of stock colonial, neo-colonial, and post-
colonial cannibals. Nowhere is the crescendo effect of thematic amplification in
Franketienne's rewriting more marked than in the hypertextual additions of Les
Metamorphoses. Great prominence is given to the theme of cannibalism in this
rewriting through the reversal of the cannibal stereotype Franketienne operates in his
representations of outside forces — the stock colonial and neo-colonial cannibals.
The cannibal theme is also emphasized in his more complex treatment of Haitian
leaders since 1804, who are depicted as 'eating' Haiti from the inside through
exploitation, rape, torture, maiming, killing, and the creation of inequalities between
rich and poor. As I have shown, Les Metamorphoses deals very clearly with the
political, social, cultural, and economic situation in Haiti at the time when he is
rewriting. This embeddedness of his rewriting is most obvious in his repeated
insistence on a contextual specificity of widespread rumours to do with cannibalism
in Haiti — the popular association between powerful Haitian politicians and
80 These substantial changes to the format of L 'Oiseau schizophone in Les Metamorphoses will be
dealt with in the next chapter.
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anthropophagic secret societies. Finally, 1 have demonstrated that Franketienne uses
the cannibal stereotype satirically, creating a carnivalesque mood in the additions,
which amplifies the iniquity of those in power, and which serves to debunk them.
Thus, it is through such carnivalesque means of representation in Les
Metamorphoses that Franketienne carries the process of thematic hyperbolization,
already noted in his other rewritings, to its furthest point. As will be seen, Les
Metamorphoses is also where all the key literary processes shaping Franketienne's
rewriting are most fully revealed. In this chapter, I have demonstrated that the
thematic function of Franketienne's rewriting is emphasized most clearly through his
use of the cannibal stereotype. As will be shown in the next chapter, a multitude of
more 'literary' additions made throughout Les Metamorphoses also stress the
aesthetic function of Franketienne's rewriting far more clearly than in any of his
other hypertexts. It is really, I argue, only in Les Metamorphoses that the overall
aesthetic significance of his practice of rewriting his own texts emerges most
strongly.
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L'Oiseau schizophone (1993) - Les Metamorphoses de I'oiseau
schizophone (1996-7)
Chapter 4
Processes of Rewriting Exemplified
This chapter examines the aesthetic processes through which additions transform the
original text of L'Oiseau schizophone to form Les Metamorphoses de I'oiseau
schizophone. Four such processes — cannibalization, clarification, recapitulation,
and hyperbolization— have been identified and these will be studied in detail here to
show how Franketienne rewrites. Clarification and hyperbolization are processes of
rewriting which have already emerged from my study of transformations in Les
Affres, Dezafi [2], Mur [2], and Ultravocal [2], Both of them are, 1 demonstrate here,
most fully developed as aesthetic processes in Les Metamorphoses. It is also in this,
Franketienne's most major rewriting, that I have identified two further complex
processes — cannibalization and recapitulation — which are key to understanding
the overall aesthetic significance of Franketienne's practice of rewriting. In this
chapter, I propose a reading of Les Metamorphoses which argues that the additions
actually enact the Spiral-like movement they describe.
As will be seen, the process of cannibalization differs slightly from the other three
processes discussed in this chapter in that it emerges from the most prominent
additions of the hypertext as the key aesthetic framework within which Franketienne
rewrites. Whereas the three other processes — clarification, recapitulation, and
hyperbolization — can be identified by comparison and close textual analysis of
what is added in the hypertext, cannibalization is an all-pervasive underlying theme.
A less visible process than the other three when the hypo- and hypertext are
compared, cannibalization is nevertheless crucial to Franketienne's own presentation
of how he rewrites his texts. Cannibalization is the essential first stage of the
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rewriting process to which the additions themselves constantly refer, and which takes
place before the other more quantifiable processes in the additions which the reader
can index by comparing the hypertext with the hypotext.
It is important to start the present chapter by examining this particular process
because the most frequent additions are those which are concerned with this process
of cannibalization, that is ingesting, adding to, and regurgitating the text in a
different form. Thus, cannibalization informs the rewriting ofL 'Oiseau schizophone
in Les Metamorphoses, and also its constituent processes, which will be examined in
the rest of this chapter, are all developed with reference to Franketienne's paradigm
of cannibalization.
Cannibalization
The importance of eating in some Francophone Caribbean literature has been the
subject of recent criticism. In particular, both Celia Britton and Mireille Rosello
have examined, with different emphases, the striking prevalence of alimentary
metaphors.1 Britton's main argument is that the marketing and academic criticism of
French Caribbean literature presents — offers — the novels to the reader as exotic
objects for consumption, like Martinique's main exports to Metropolitan France:
pineapples, avocadoes, rum, and bananas. In her article, Britton also briefly gives an
example of one novelist— Raphael Confiant— whom she describes as 'subscribing
to the same metaphors' as the marketers and academics when he likens oral culture
to a 'vivier stylistique dans lequel il n'y aura aucune honte a plonger'; and describes
the danger of Creole being 'eaten up' by Europe: 'I'acceptation au sein de nos elites
locales du processus de phagocytage de nos societes par I'Europe'.2 She uses this
example of the novelist's references to 'vivier stylistique' and 'phagocytage' as
1 Celia Britton, 'Eating their Words', ASCALF Yearbook, 1 (1996), 15-23; Rosello, Litterature et
identite Creole, pp. 113-42.
2
Britton, 'Eating their Words', p. 17.
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further evidence for her main thesis. Unlike Britton, Rosello is not concerned with
the reception and promotion of Antillean literature as exotic food; instead, she
studies the special significance of a prominent series of alimentary metaphors within
French Caribbean texts themselves. With reference to Aime Cesaire, Edouard
Glissant, Maryse Conde and Etienne Lero, she examines how indigestion, hunger,
swallowing/being swallowed, and vomiting/being vomited emerge particularly
strongly in their works in the form ofmetaphors, and descriptive strategies.3
Pertinent to Franketienne's subversive process of cannibalization in Les
Metamorphoses is Rosello's examination of how images in these texts of being
passively swallowed by the French doctrine of assimilation since 1946 (to which
Confiant's fear of'phagocytage' could undoubtedly also be attributed) are frequently
countered by positive images of revolt, such as vomiting and spitting. As she argues,
these images relate to feelings of disgust and the refusal to swallow the French
culture which is being force-fed through assimilation. In other words, this form of
revolt is specific to the literatures of the Departements d'Outre-mer, Martinique and
Guadeloupe where this particular policy has been applied. It is, however, in the
violent force with which vomit and other fluids from the body are ejected that there
is a clear parallel with the process of cannibalization in Franketienne. Notably in
Cesaire's Cahier, vomiting and spitting are linked to the symbolism of the volcano
and violent eruption. As I shall demonstrate, regurgitation/vomiting is depicted as an
important stage in Franketienne's process of cannibalization whereby he eats the
text, digests it, adding new elements, and then he regurgitates it in a new form. Like
the 'magma incandescent' spurted out by Cesaire's volcano, regurgitation in the
additions of Les Metamorphoses is presented as a powerful, subversive force,
capable of bringing about alchemical transmutations. Indeed, all the stages of
3 On similar themes in Aime Cesaire, see Lilian Pestre de Almeida, 'Defense et illustration de
l'anthropophagie: le point de vue peripherique', in Cesaire 70, ed. by M.a M. Ngal and Martin Steins
(Paris: Silex, 1984), pp. 123-39.
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cannibalization, and not just that of regurgitation, are characterized as energetic
moves full of dissidence which enable Franketienne to revitalize his text.
With reference to the idea of vomiting as revolt, Rosello also refers briefly to an
expression which recurs several times in the Martinican journal Tropiques: 'la
litterature martiniquaise sera cannibale ou ne sera pas', an expression, she argues,
which must be seen in its Caribbean context. To interpret this assertion as merely
aping European Surrealism is, in her view, to overlook the importance of the
cannibal metaphor in French Caribbean thought.4 What she alludes to briefly here —
the reclaiming of the pejorative notion of the cannibal — is itself a key theme in
much Caribbean and Latin American writing, which offers a particularly useful
insight into cannibalization in Franketienne.
Franketienne's subversive practice of cannibalization should be considered
especially in the light of two tendencies among Caribbean and Latin American
writers, both of which have re-appropriated the cannibal as a positive figure. These
two tendencies are the adoption of Shakespeare's Caliban as a metaphor and symbol
for the re-ordering of Flistory by several writers in the Francophone, Flispanophone
and Anglophone Caribbean from the 1960s onwards to the present, and the various
incarnations ofAntropofagia, a more explicit cannibal metaphor, at various stages of
Brazilian literary history since the 1920s.5
The attitude of the revisited anagrammatic cannibal is characterized, above all, by his
defiance and rebelliousness, which are most marked in his language.6 Positive
4
Rosello, Litterature et identite Creole, p. 132.
5
Although there are many similarities between these prominent trends, the two have, until recently,
only rarely been considered in the same context. Possibly the first theorist to mention Caliban and
antropopfagia in the same context was Emir Rodriguez Monegal in a 1977 article. Emir Rodriguez
Monegal, 'The Metamorphoses of Caliban', Diacritics, 1 (1977), 78-83.
6 That Caliban in Shakespeare's The Tempest is an anagram of 'canibaT has been made clearer
through the juxtaposition of these terms in many of the main works which reclaim this figure for the
Caribbean. In Aime Cesaire's Une Tempete, for example, when Caliban asserts that he no longer
wishes to be known by that name, Prospero proposes 'cannibale' as an alternative. Aime Cesaire. Une
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reinterpretations of the Caliban figure in Shakespeare's The Tempest include Roberto
Fernandez Retamar's essays 'Cuba hasta Fidel', 'Caliban' and 'Caliban Revisited',
George Lamming's essay 'A Monster, a Child, a Slave', Aime Cesaire's play Une
Tempete d'apres 'la tempete' de Shakespeare: une adaptation pour un theatre negre,
and Kamau Edward Brathwaite's 'Caliban' and 'Letter to Sycorax' in Islands? All
of these works are infused with Caliban's bold and explicit language, as is
exemplified by the straight-talking defiant language of Lamming's esssay, for
example: 'But he does not wish it for the mere experiment of mounting a piece of
white pussy [...] Did Caliban really try to lay her?'8 This is also evident in the
multitude of added hyperbolic invectives in Cesaire's play through which Caliban
curses and talks back to Prospero in a much more provocative and unsubmissive way
than in the Shakespearean hypotext. Indeed, as Caliban puts it in Une Tempete, he
'vomits' on Prospero's language with all of that explosive force of revolt symbolized
by vomit and spit in Cesaire.9 Like Montaigne's cannibals who spit in the face of the
death, these refigurations of Caliban are defiantly loquacious to the point that their
'cannibalisme tenace', to use Cesaire's expression from the Cahier d'un retour au
pays natal, is similarly more of a cannibalism of ferocious and scornful words than
Tempete d'apres 'la tempete' de Shakespeare: une adaptation pour un theatre negre (Paris: Seuil,
1969), p. 28. Post-negritude, Glissant sums up the relationship between the two words thus in a
glossary at the end of Le Discours antillais: 'CALIBAN. Cannibale. Shakespeare nous a donne le
mot, nos ecrivains I'ont refait.' Edouard Glissant, 'Glossaire', Le Discours antillais (Paris: Gallimard,
1997), p. 824. Also from a later position, Antonio Benitez-Rojo retraces the linguistic morphology
involved in the formation of the word 'cannibal' (from 'caribe' to 'canibal'), which he extrapolates to
Caliban: 'the glorious cannibalism of men and of words, carib, calib, cannibal, and Caliban.''
Benitez-Rojo, The Repeating Island, p. 13. For an excellent critical account of this discursive
morphology to which Benitez-Rojo is referring, see Peter Hulme, Colonial Encounters: Europe and
the Native Caribbean 1492-1797 (London: Methuen, 1986).
7
Roberto Fernandez Retamar, Caliban (Montevideo: Aqui Testimonio, 1973); Roberto Fernandez
Retamar, Caliban and Other Essays, trans, by Edward Baker (Minneapolis: University of Minnesotta
Press, 1989); Roberto Fernandez Retamar, 'Adios a Caliban', Revista Casa de las Americas, 191
(1993), 116-22; Aime Cesaire, Une Tempete; George Lamming, 'A Monster, a Child, a Slave' and
'Caliban Orders History', in The Pleasures of Exile (London: Michael Joseph, 1960), pp. 95-150;
Kamau Brathwaite, 'Caliban', in Islands (Oxford: Oxford University Press, 1969), pp. 34-38; Kamau
Brathwaite 'Letter to Sycorax', in Middle Passages (Newcastle-upon-Tyne: Bloodaxe, 1992), pp. 75-
88. Also on the figure of Caliban, see Constellation Caliban: Figurations of a Character, ed. by
Nadia Lie and Theo D'Haen (Amsterdam: Rodopi, 1997); Alden Vaughan and Virginia Vaughan,
Shakespeare's Caliban: A Cultural History (Cambridge: Cambridge University Press, 1991); 'The
Tempest' and its Travels, ed. by Peter Hulme and William Sherman (London: Reaktion, 2000).
8
Lamming, The Pleasures ofExile, p. 102.
9
Cesaire, Une Tempete, p. 87.
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an eating practice.10 It is in this bold 'cannibal' attitude that there is the most striking
similarity between refigurations of Caliban by other Caribbean intellectuals and
Franketienne's cannibalization. As will be shown below, cannibalization involves
eating and regurgitating words, a process which is consistently characterized in
numerous added allusions as both daring and transgressive.
Eating and regurgitating words as cannibalization in Franketienne is an aesthetic
process and, in this respect, it has an even clearer counterpart in the various
manifestations of antropofagia in Brazilian art since the 1920s.11 Cannibalism is
redefined as a positive value by the formative texts of antropofagia, contained in the
two 'dentitions' of the Revista de Antropofagia}2 Already in the 1920s,
antropofagia is used as a metaphor for the 'eating' of dominant European cultural
products, which are then absorbed and transformed by the addition of autochthonous
Brazilian cultural elements, as a means of constructing a modern Brazilian cultural
identity. The most famous example of this is the following line from Oswald de
Andrade's 'Anthropophagic Manifesto': 'Tupi or not tupi, that is the question'.13 In
this example, Shakespeare is devoured— absorbed and transformed — and Hamlet's
dilemma is recast into new form. 'To be' is changed here through irreverent and
witty assonance into the phonetically similar 'tupi', a clear reference to the
Tupinamba Indians of Brazil who were the focus of so many early accounts of
10 Michel de Montaigne, 'Des cannibales', in Essais, I (Paris: Imprimerie Nationale, 1998), pp. 339-
58. Despite the sensational title ofMontaigne's essay itself, 'Des Cannibales', a shift towards
discourse can be seen in the way that Montaigne passes over the actual eating of flesh in the course of
the essay; there are only two to three pages which deal with this practice. All of this serves to remove
much of the association with the eating of human flesh, and as Frank Lestringant puts it: 'Le lecteur
en vient a oublier que la bouche du Cannibale est munie de dents.' Frank Lestringant, Le Cannibale,
grandeur et decadence (Paris: Perrin, 1994), p. 180.
"
On these manifestations of antropofagia since the 1920s, see Luis Madureira, Cannibal
Modernities: Postcoloniality and the Avant-Garde in Caribbean and Brazilian Literature
(Charlottesville: University of Virginia Press, 2005).
12 Oswald de Andrade. Revista de Antropofagia, Complete Fascimile Edition (Sao Paolo: Abril,
1975).
13 This parodic version of the famous line from Hamlet was supposedly pronounced by Oswald de
Andrade when he was propounding his ideas at a dinner during the Modern Art week in Sao Paulo in
February 1922. It also figures in his Anthropophagic Manifesto. Oswald de Andrade,
Anthropophagies (Paris: Flammarion, 1982), p. 267.
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cannibalism. In this way, cannibalism is brought assertively to the fore and re-
appropriated as a national emblem. Antropofagia is subsequently revisited in the
1950s, 1960s and 1970s by Brazilian Concrete poets Haroldo and Augosto de
Campos. They develop the notion of antropofagia as an aesthetic practice, notably
by expanding on the idea of incorporating and transforming foreign discourses.
Their application of antropofagia is most apparent in their idea of transculturation, a
literary practice which involves 'masticating' and re-inventing works by the likes of
Dante, Goethe, Mallarme, e.e. cummings, Joyce, the German avant-garde and Ezra
Pound in a Brazilian Portuguese rendering. Apart from 'transculturation', a whole
host of other terms are also used to refer to this practice, such as 'transcreation',
'reinvention', 'transtextualization', 'reimagination', 'translumination',
'transparadisation', 'transluciferation', 'poetic reorchestration'.14 Here the
abundance of the prefixes 're-' and 'trans-' identifies this transcultural antropofagia
as a form of creative rewriting which transforms and revitalizes. As Haroldo de
Campos puts it: 'In Latin America as well as in Europe, writing will increasingly
mean rewriting, digesting, masticating.'15 From its very beginnings in the 1920s,
antropofagia involves the rewriting of European cultural 'classics', of which the
'Tupi or not Tupi' is a case in point. Like the Caribbean intellectuals who reclaim
the Caliban figure from Shakespeare's The Tempest, the anthropophagists also
rewrite Shakespeare in this 'Tupi or not tupi" example, but their rewriting is linked
aesthetically to cannibalism in a very explicit way. It is particularly the development
by the transcultural anthropophagists of the idea of rewriting as an aesthetic process
ofmastication, digestion and revitalization through their addition of new elements to
form a fresh creation which is echoed most strongly by the additions to do with
cannibalization in Les Metamorphoses.16 Franketienne's cannibalization qua
14 These terms are all noted by Else Vieira. See Vieira, 'Liberating Calibans', p. 96.
15
Quoted in Sergio Luiz Prado Bellei, "Brazilian Anthropophagy Revisited', in Cannibalism and the
Colonial World, ed. by Peter Hulme and others (Cambridge: Cambridge University Press, 1998), pp.
87-109 (p. 100).
16 Other later re-appropriations of antropofagia have also reinforced this connection with rewriting by
absorbing and transforming the works of the original anthropophagists. Most notably, two works
associated with antropofagia of the 1920s have been revisited: Mario de Andrade's novel Macunalma
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rewriting differs from the allographic rewritings of Caliban and antropofagia in one
important way, however: while the anthropophagists devour other people's works,
Franketienne's process of cannibalization is autographic — he ingests, adds to,
revitalizes and regurgitates his own work.
This section moves from the previous chapter's examination of representations of
cannibals to concentrate on cannibalism as a reflection of rewriting. The analogy
between eating, digesting, regurgitating and the creative rewriting process is summed
up very succinctly in the pre-text of L 'Oiseau schizophone which remains unaltered
in Les Metamorphoses. At the very beginning of both hypo- and hypertext, we see a
poet Philemond Theophile alias Predilhomme condemned to eat his own book page
by page. He is sentenced to solitary confinement with nothing to eat apart from the
book because the anonymous dictatorial regime deems it too subversive.
Within the context ofLes Metamorphoses, this image en abyme of a writer eating his
book leaf-by-leaf takes on far greater significance because it presents a miniature
version of the processes of Franketienne's rewriting in Les Metamorphoses, and of
his practice of rewriting his own texts more generally. Rewriting is referred to
constantly in what is added to Les Metamorphoses as a process of eating and
digesting, followed by a regurgitation in a very different form. Franketienne
cannibalizes L 'Oiseau schizophone in the composition of the hypertext in the same
way that the vicarious novelist Philemond Theophile of the pre-text eats and
regurgitates his own text. Although the actual pre-text of L 'Oiseau schizophone is
not altered at all when it becomes in turn the pre-text for Les Metamorphoses, this
and Oswald de Andrade's play O Rei da vela. Macunaima was turned into a film with the same title
by Joaquim Pedro de Andrade, and the rewritten play was staged in 1967. In these rewritings. the
focus of the cannibal metaphor shifts to become a critique of capitalism, economic dependency and
despotic power. On these and other rewritings in the context of antropofagia, see Randal Johnson,
'Tupy or not Tupy: Cannibalism and Nationalism in Contemporary Brazilian Literature and Culture',
in On Modern Latin American Fiction: A Survey, ed. by John King (New York: Noonday, 1987), pp.
41-59.
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image en abyme of the emblematic double of the author eating and regurgitating his
own work is reinforced greatly by the additions of the hypertext.
Whereas this image of Philemond Theophile eating and regurgitating is presented
only once en bloc in the pre-text of both L 'Oiseau schizophone and that of Les
Metamorphoses, where it remains unaltered, all the added allusions to eating and
regurgitation in Les Metamorphoses are dispersed throughout the whole length of the
eight volumes of the hypertext. In this way, the image ofeating and regurgitating the
text is brought out into sharp relief by the multiple added references to it, distributed
at many different points throughout Les Metamorphoses. This more recognizable
and extended series of images make it blatantly clear that eating and regurgitating
qua rewriting simultaneously originates, motivates and unifies the rewriting in Les
Metamorphoses.
That these images of eating words act as a metaphor for the author's creative process,
is clear from an examination of the most prominent additions of Les Metamorphoses.
Repeatedly, allusions to cannibalism and the body are added and are central to the
process of cannibalization at work in the hypertext. Images of Je eating the flesh of
his text, and bringing it up again abound in the hypertext, for example:
[...] l'ecriture dans mon ventre. Le livre est dans ma tete. (Mets 3, 5)
Je suce mes ventouses a chaque page de mon livre [...] Mes entrailles ou le
texte s'assombrit. (Mets 3, 67)
[...] l'iconoclaste mange un livre insolite. (Mets 6, 5)
Ma gueule d'ou je vomis toute la rage de 1'ouvrage. (Mets 7, 176)
Toute la saveur de l'oeuvre (Mets 8, 44)
Je mache les racines de mes mots epineux. (Mets 8, 72)
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These descriptions of eating mirror and reinforce the frame of the pre-text and
combine with it to mirror in microcosm the processes involved in Franketienne's
rewriting of Les Metamorphoses and his practice of rewriting more generally. They
emphasize that this is what Franketienne has done to L 'Oiseau schizophone in order
to form Les Metamorphoses', he has eaten his book, chewed it, digested it, and then
regurgitated it in a very different form.
A great many of these additions to do with eating the text describe in very literal
terms how the text is eaten, digested and ejected by Je / the writer figure's body. All
the bodily functions of Je's orifices and inner organs are strongly emphasized as the
text is depicted in the additions as physically passing downwards through Je's
digestive tract, as lying in his guts or bowels, and as being expelled from his body as
either excrement or vomit. In this way the materiality of Je's body is writ larger, as
one addition self-reflexively puts it: 'J'ecris d'urgence mon corps present, ma bouche
fragile' (Mets 7, p. 109). This accentuation follows the same lines as the obsessive
focus on bodily images added to the representations of stock colonial and post-
colonial cannibals, which were analyzed in the last chapter. Like them, Je's mouth,
lips, teeth and belly are represented extremely hyperbolically. Exactly the same
verbs which bring the bodies of powerful stock colonial and post-colonial figures
back down to earth, such as manger, devorer, avaler, gober, bouffer, phagocyter,
macher, boire, se souler, lecher, sucer, cracher, vomir, degueuler, regurgiter, baiser,
jouir, pisser, ejaculer and defequer are also used in the additions of the hypertext to
insist repeatedly upon the materiality of Je / the dissident writer figure's
transgressive bodily functions, such as excretion and sexual intercourse.
That Je's devouring of the text constitutes an act of cannibalism is made clear by the
additions, many of which also draw our attention firmly to the materiality of the
text's body:
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Je mange la graisse epaisse des onomatopees (Mets 3, p. 81)
Frenesie vertebrale et frissons dans les reins a l'inflexion du verbe (Mets 3, p.
93)
[...] decouper la chair tendre, labourer les entrailles (Mets 3, p. 172)
[...] le levain de l'ecriture {Mets 4, p. 20)
Le sue des metaphores. Le sel des paradoxes. Un melange fiel et miel.
{Mets 4, p. 47)
Le texte en erection. Le verbe jaculatoire. {Mets 5, p. 49)
Les excrements du texte demaquilie. {Mets 5, p. 168)
Nudite vertebrale, l'ecriture reste fragile. {Mets 5, p. 239)
La chair du verbe. Le sang des mots {Mets 6, p. 133)
[...] une oeuvre sanglante {Mets 7, p. 175)
[...] le saignement des signes {Mets 8, p. 15)
Most explicitly, the text is referred to as being of flesh and blood. The anatomy of
the text is also represented in these additions as comprising entrails, vertebrae and
bile. Its 'meatiness' is suggested by the references to the 'graisse' of its
onomatopoeias and the 'sue' or meat juices of its metaphors. It is also stressed that
the text is food by the added descriptions of it and its language as 'sel' and 'miel'.
Processes and fluids are also brought out particularly clearly by the allusions to the
textual body defecating and standing erect and ejaculating like a phallus.
When Franketienne adds such references to bread (as implied by 'levain'), the flesh
of language and the blood of words, there are obvious analogies with the Christian
doctrines of incarnation and transubstantiation, which conceive of the Word being
made flesh. Exploiting the complex associations of bread, flesh and blood, numerous
additions elsewhere in Les Metamorphoses refer even more clearly to the eucharistic
symbols and sacraments, for example: 'J'ai rompu le pain dur de la derniere chance'
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(.Mets 3, p. 65); '[...] ma mission chair mystique' (Mets 4, p. 162); '[...] une immense
hostie' (Mets 5, p. 15); 'Faim sublime. Soif supreme' (Mets 4, p. 65); '[...] l'hostie
consacre' (Mets 7, p. 31).
In From Communion to Cannibalism, Maggie Kilgour repeatedly makes the point
that the act of incorporation in communion, as in cannibalism, permits such total
identification between eater and eaten that all barriers between inside and outside,
microcosm and macrocosm and, ultimately, those between the individual identities of
he who eats and what is eaten collapse and dissolve entirely.17 Such blurring of
identities is depicted in numerous additions of Les Metamorphoses which present the
merging of the bodies of Je and his text to such an extent that they appear to share
the same body:
[...] la folie me massacre en plein jour, le corps livre aux ratures et aux
griffures de mes rats. Les pages s'envolent. (Mets 3, p. 126)
Source encriere de sang quand l'ecriture remonte jusqu'au creux du nombril.
(Mets 4, p. 69)
Violemment, je te baise au vif de l'ecriture (Mets 4, p. 222)
[...] des syllabes engrossees par mes voyelles sexuelles (Mets 5, p. 144)
Semantique voluptueuse. Jaillissement fulgurant. J'expose mon corps febrile
a la beaute des mots. (Mets 5, p. 199)
Beaucoup a inserer entre les failles du sexe (Mets 7, p. Ill)
L'ecriture et mes mains s'entrecroisent a mes levres (Mets 7, p. 113)
[...] je m'allonge dans l'epaisseur du texte (Mets 8, p. 34)
[...] le livre en clair-obscur au milieu de tes jambes (Mets 8, p. 58)
17 See Maggie Kilgour, From Communion to Cannibalism (Princeton: Princeton University Press,
1990), pp. 7, 9. 12, 14, 18, 69, 82, 173, 194.
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Differences dissolve between the merged bodies of Je and his text in these
quotations. The first quotation starts by referring to Je through the personal pronoun
'me', but then the identity of 'le corps' becomes unclear; 'ratures' seems to evoke the
body of the text and the alterations of the rewriting process, while it would be more
likely for Je's body to be subjected to scratches. Another allusion to Je is then
invoked in the same quotation through the possessive 'mes', but is then replaced in
quick succession by a further image of the book with its flying pages. This has the
effect of merging the identities of the body and the book to such an extent that
'ratures' and 'griffures' could apply to both of them. Even more explicit images of
the bodies of Je and his text coming together and intertwining in quotations above
clearly link the substances of blood and ink, and the bodies of Je and his text. The
body of the writing is even depicted as being inside Je's body, joining with his navel,
as if Je were pregnant with his own text. From these additions, it is no longer
possible to say where Je's body ends and that of the text begins; Je's physical body
merges with and turns into the textual body of his work.
As his own creation, the text could already be seen as a part of the writer's body, but
their two bodies are merged even more completely when he reincorporates the text
back into his own flesh as part of the rewriting process. In precisely the same way as
Philemond Theophile, alias Predilhomme, who is locked in a room with nothing to
eat but his own text, these further images added throughout the hypertext of a self-
involved and self-obsessed writer eating his own words indicate that he is
solipsistically turning back on himself as he rewrites.
Like the ouroboros — the snake biting its own tail — Franketienne swallows
himself: the eating of the text, which is so inscribed and merged with the writer's
own body, as we have seen, is ultimately depicted in Les Metamorphoses as the
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writer eating his own body.18 It is this autophagy which is brought to the fore by
many of the hypertextual additions to do with eating the flesh of the text. This is also
underlined by the many reflexive verbs and possessive pronouns used in depictions
ofJe / the writer figure eating, for example:
J'avale mes dissonances, mes decibels et mes aiguilles cacophoniques. Je
digere ma syntaxe et mes anguilles bizarres. (Mets 2, p. 59)
[...] je retravaille mon corps. (Mets 3, p. 154)
je m'ange d'un envoi pur (Mets 4, p. 161)
Je me mange pur et dur en mon divin supplice. Cannibale de moi-meme.
Suicidaire dissident. (Mets 5, p. 193)
[...] je grignote mes canyons interieurs (Mets 6, p. 157)
Avaler toutes les laves et les stigmates de mon volcan. (Mets 6, p. 164)
Le chef-d'oeuvre arrache de mes tripes en bouleverse. (Mets 8, p. 46)
Here the reflexive rhetoric of self-cannibalism presents the writer as feeding upon
himself. This self-consuming solipsism and narcissism recalls examples of self-
cannibalism from the principal intertext of Franketienne's hypertext, Ovid's
Metamorphoses, where the most obvious parallel is that of Erysichton's self-
cannibalism in Book 8. He is punished with an appetite that grows as he eats and,
finally, once he has exhausted all other sources of nourishment, he has to 'bite and
gnaw at his own limbs, and [feed] his body by eating it away.'19 Other pertinent
forms in Ovid's Metamorphoses of eating one's own flesh and blood in a more filial
sense are Tereus's unwitting devouring of his own son in Book 6 and, in Book 8,
Meleager's mother feeding the fire 'with my own flesh'.20
18 As KJlgour observes, the ouroboros is a figure which connects with images of self-cannibalism as
advanced reflexivity. See ibid., pp. 192-94, 208 and 211.
19 Ovid. Metamorphoses, trans, by Mary M. Innes (London: Penguin, 1955), p. 202.
20
Quoted in Kilgour, From Communion to Cannibalism, p. 35.
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In Franketienne's Les Metamorphoses, as in the last addition from it quoted above,
the text is often referred to as gestating in his stomach as if it were a womb which he
will then tear out in the process of rewriting, as Tereus does to try to retrieve his son.
As with the added images of the writer eating his text in Franketienne's Les
Metamophoses, these examples of self-cannibalism in Ovid's Metamorphoses
portray characters literally consuming themselves until all differences dissolve in the
belly with eater and eaten becoming identified. This is precisely also how the
writer's autophagy through the eating of his own text in Les Metamorphoses leads to
a completely symbiotic relationship between writer and text.
The peculiar combination of the introverted poet who swallows his own book while
simultaneously seeking to guide his readers has obvious resonances of John's eating
of the little book of Revelation. The book makes John's belly bitter (see Revelation
10. 9), but he then has the power to prophesy to all people: 'Thou must prophesy
again before many peoples, and nations, and tongues, and kings' (ibid. 11). Already
the image of eating the book in the pre-text of L 'Oiseau schizophone is reminiscent
of St John, but the multiple added reflexions in Les Metamorphoses, which also refer
to a writer eating, chewing and regurgitating his book reinforce the parallel with St
John's swallowing of the book. The sheer number of references to the book lying in
the belly includes numerous allusions like 'L'ecriture dans mon ventre' (Mets 3, p. 5)
and 'paroles ventrales' (Mets 3, p. 179), as well as numerous descriptions of the
book's bitter taste. His reconsideration of the text as he chews over it during the
process of rewriting is qualified many times by a plethora of words denoting
bitterness, for example 'Rumination d'amertume' {Mets 6, p. 31). Also like St John,
many of the hypertextual additions make it clear that the writer with the book in his
belly has the power to prophesy to all people. It is significant that Philemond
Theophile, whose character is conflated with that of Je / the writer figure, has the
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pseudonym of 'Predilhomme' with the resonance 'predire'.21 Repeatedly, the writer
is described in the additions as a 'prophete', and is also linked many times to the
powers of'prophetie', 'reves prophetiques', 'voyance', 'oracle' and 'revelation'. He
is frequently depicted as being 'au fond de la prophetie' or 'au bout de la voyance',
which mirrors once more the writer's retreat right back inside his own work, but,
concomitantly, he focuses more on the reader and addresses him more explicitly than
in the hypotext. Thus, the similarity of Franketienne's rewriting with prophecy lies
not only in the importance of digestion, but also in what this eating/being eaten
enables him to do, namely to convey a message more clearly to the people. To
enable this clarification, a process of deciphering the impenetrable hypotext is clearly
at work throughout the additions of Les Metamorphoses. It is in this way that the
reader is encouraged to follow the writer's example and, in Rabelaisian fashion, to
swallow the text in his turn.
Clarification
Whereas cannibalization operates as a guiding principle, which emerges from the
sheer number of references to it, clarification is the most visible of Franketienne's
processes of rewriting at work in Les Metamorphoses. It is one of three processes
(recapitulation and hyperbolization will be analyzed in subsequent sections) whose
importance can be identified through comparison and textual analysis. To approach
the process of clarification at work throughout Les Metamorphoses, it is first
necessary to consider the centrality of the notion of 'opacity' to Franketienne's work
in general, and to L'Oiseau schizophone in particular. Following this foregrounding
of opacity in L'Oiseau schizophone, I move on to consider why, and finally, how
Franketienne clarifies L 'Oiseau schizophone in Les Metamorphoses.
21
Jonah, who is ingested and thereby compelled to convey a message, also echoes Franketienne's
technique and is another reference to a biblical prophet. An explicit allusion to Jonah is made on the
back cover of the Haitian edition of L'Oiseau schizophone, 1993 and also in one of the additions of
Les Metamorphoses'. 'Le crane de Saint-Jonas' (Mets 1, p. 11).
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Commonly thought of as one of the most opaque of all Francophone Caribbean
writers, Franketienne's work in general resists facile interpretation, and almost all of
the main studies of his oeuvre to date have included statements about its challenging
density and impenetrability.22 In several interviews, Franketienne has spoken at
length of how he has often been accused of obscurantism and hermeticism.
Franketienne himself sets up an opposition between transparency and opacity,
frequently employing the words 'opaque' and 'opacite' throughout many of his
literary texts and in interviews to liken his style of opaque writing to subversive
strategies ofmarronnage.23
In this, there is obviously a parallel with Edouard Glissant, for whom opacite is one
of the main concepts to which he returns many times in both his theoretical and
fictional work. This notion of opacite is particularly borne out in Franketienne's
most impenetrable texts to date, Ultravocal and L 'Oiseau schizophone. The aspect
of Glissant's notion of opacite which is most relevant to Franketienne is opacite as
the right not to be understood as a form of resistance. For Franketienne, opacity is
also generally of positive value, and is nowhere more apparent than in the language
of L'Oiseau schizophone. Compared to Glissant, Franketienne's literary texts are
written in a language which is less recognizably French, where Creole and French
combine in a veritable frenzy of neologistic activity, which goes even further than
the creative infiltrations of Creole into the French texts by the likes of Glissant,
Chamoiseau and Confiant. Franketienne describes the way in which Creole
22
See in particular Bernard, Reve et litterature romartesque en Haiti, pp. 248-63; Ferdinand.
"Doctrines litteraires et climats politiques sous les Duvalier', pp. 210-11; Jonassaint, 'D'un
exemplaire createur souterrain', p. 277; Lucas 'Franketienne, l'ecriture de la possession', p. 51.
Franketienne refers to 'marronnage' as a literary strategy in an interview with Jean Jonassaint. See
Jonassaint, 'D'un exemplaire createur souterrain', pp. 267, 269. This term 'marronnage' picks up on
the notion of resistance of the 'marrons' or maroons — runaway slaves from the Plantation.
Franketienne's use of 'marronnage' as a literary strategy in the context of opacity is very similar to
that of Edouard Glissant. See Suzanne Crosta, Le Marronnage createur: dynamique textuelle che:
EdouardGlissant (Sainte-Foy. Quebec: Grelca, 1991).
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impinges on his textual production in French as 'ronfles' of Creole.24 As a result of
this infusion, which is carried to its furthest point in L 'Oiseau schizophone, many
Creole words are evoked in the French text. Creole and French consistently combine
in almost every word of L 'Oiseau schizophone, creating a general kind of opacity,
which runs throughout the whole of the text. L 'Oiseau schizophone also boasts a
profusion of neologisms, including startling combinations in portmanteau words,
which appear far removed from both standard French and standard Creole.
In the specific context of writing in Haiti under the dictatorships of Francis and
Jean-Claude Duvalier, Philippe Bernard notes that the 'brouillage', which
contaminates the very structure of Franketienne's language, is a 'prudente parade
individuelle aux surveillances policieres en pays dictatorial.'25 Likewise, Joseph
Ferdinand, in his study of all the literary movements under the Duvaliers, of which
Franketienne's spiralisme emerges as the most prominent and enduring, employs the
same term as Franketienne when he observes that 'une esthetique de marronage' was
'essentielle dans le contexte politique de 1'epoque'.26 In the same article, Ferdinand
notes that 'L'accessibilite des ouvrages de Franketienne se fait de plus en plus
ardue', citing the voluminous L'Oiseau schizophone as a prime example of this
inaccessibility.27
But L 'Oiseau schizophone, Franketienne's most opaque text, was not written during
the Duvalier years. According to the dates which we find at the end of the text, it
was written in the seven years (August 1986—April 1993) which immediately
followed the downfall of Jean-Claude Duvalier in February 1986.28 Describing his
strategies of marronnage, Franketienne has made clear that he maintains a highly
24
Douglas, Unpublished Interview with Franketienne.
25
Bernard, Reve el lilterature romanesque en Haiti, p. 266.
26
Ferdinand, 'Doctrines litteraires et climats politiques sous les Duvalier', p. 193.
27 Ibid., pp. 210-11.
28 L 'Oiseau schizophone, p. 812.
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opaque style even after the departure of Jean-Claude Duvalier.29 In other words,
opaque marronnage continues in his work as an aesthetic choice even before and
especially after the immediate threat on writers of political repression is reduced.
Franketienne is thus a writer who proclaims his strategy of marronnage and who
frequently refers to the opacity of his own works. He has also expressed many times
his intense dislike of transparency, which he equates with 'Macdonaldsesque'
bestsellers, which can be swallowed easily, requiring little or no effort on the part of
the reader.30 Franketienne combines in this way the visual metaphor of
opacity/transparency with his ubiquitous metaphor of digestion.31
Why is it then that such an ardent advocate of opacity should choose to clarify
L 'Oiseau schizophone in Les Metamorphoses'? Franketienne himself has declared
that he consciously rendered Les Metamorphoses more transparent in a bid to
encourage those readers who were put off by the opacity ofL 'Oiseau schizophone:
J'ai rencontre des gens [en 1995] qui m'ont dit: "Ecoute, tu nous a donne tres
peu de chance, c'est difficile." Et quand j'ai constate qu'il y avait de plus en
plus de gens a me dire cela— mais, ce n'est pas une concession que j'ai faite,
hein! —j'ai senti moi-meme la necessite de diluer L'Oiseau schizophone [...]
Les Metamorphoses ont pris naissance de ce souci de donner une chance a
certains lecteurs, incapables de gerer 800 pages, d'ingurgiter ces 800 pages de
la meme maniere que Predilhomme doit avaler son propre livre, manger son
propre livre dans L'Oiseau schizophone. C'est difficile pour eux parce que
c'est une brique de 800 pages avec format 8'A par II, un format qui
m'interesse depuis longtemps.32
Here Franketienne once again links transparency with the notion of eating the text,
explicitly referring to Les Metamorphoses in terms of it being made easier for the
reader to follow Predilhomme and Franketienne in their swallowing than the less
29 Jonassaint, 'D'un exemplaire createur souterrain', p. 269.
30
Douglas, Unpublished Interview with Franketienne.
jl Celia Britton has argued that opacity/transparence is a visual metaphor, and that it is one which is
frequently combined with gustatory/digestive metaphors to represent Caribbean literature as a kind of
food. See Britton,'Eating their Words', pp. 19-21.
32
Douglas, Unpublished Interview with Franketienne.
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digestible L'Oiseau schizophone. From this it is clear that Franketienne's
preoccupation with his reader's difficulties in the reception of L 'Oiseau schizophone
prompts him to clarify and to guide the reader through Les Metamorphoses.
Another motivation for clarifying L 'Oiseau schizophone in the hypertext could be the
tangential tendency which, as Franketienne himself has indicated, often takes his
work in new directions. This tendency is the need for recovery and renewal of his
forces after periods of intense creative production following the writing of a major
work like Ultravocal in 1972. For example, he has described his turn to painting
after the publication of Ultravocal as a necessary change of direction in order to
charge his energies, reorient himself, and continue to create.33 Franketienne has also
made clear that his reasons for rewriting Dezafi in Les Affres stem from the same
fundamental need for 'recyclage' and 'ressourcemenf, which requires him to change
medium and direction.34
This tendency can be extrapolated to elucidate why he decides to rewrite L'Oiseau
schizophone and, more precisely, why he decides to change tack by making the
opaque hypotext more transparent. Following the publication of L'Oiseau
schizophone which took him seven years to write, he conceivably entered another of
these hollow periods of 'essoufflemenf for which the remedy is, in this case, to go
backwards to that work in order to rework it. This step backwards permits the writer
to revitalize himself and his text sufficiently to then create a new work from an old
one. Thus this earlier tendency, which Franketienne outlines in the 1987 interview,
also applies to his subsequent rewriting of L'Oiseau schizophone in Les
Metamorphoses. Likewise, the process of clarification can be seen as part of the
other interconnected trend identified here, which is the necessity Franketienne feels
at certain key points in his oeuvre to reach out more urgently to his readers and to
33




renew himself and his own work by taking a step backwards in order to be able to
move forwards again.
Having considered why Franketienne seeks to clarify L 'Oiseau schizophone, 1
examine, in the remainder of this section on clarification, the ways in which the
hypertext is made more transparent than its opaque hypotext. In the last chapter on
the representations of cannibals, I have already argued that Les Metamorphoses
elucidates the key theme of cannibalism by replacing many of the anonymous
character markers 'if and 'elle' with character names, thus making the hypertext
easier to follow. I now want to go beyond these specific examples of clarification to
consider more generally how L 'Oiseau schizophone as a whole can be conceived as
undergoing a process of clarification in the eight volumes of Les Metamorphoses.
The process of clarification at work throughout the hypertext is evident in the most
conspicuous transformation between hypo- and hypertext: the format has been
completely altered. With L 'Oiseau schizophone, Franketienne first introduced visual
images into his literary texts, as well as forming montages of fragmented newspaper
headlines of very different font sizes and types. Among the visual images of
L 'Oiseau schizophone, it is possible to identify several series. These include: the
recurring images of phalluses, misshapen heads, birds in flight, copulating bodies,
merged bodies and crowd scenes. As for the headlines laid out in multiple directions
— horizontally, vertically, diagonally — these are taken from newspapers, dating
from the time Franketienne was composing L'Oiseau schizophone, 1986-93. Other
examples from L 'Oiseau schizophone of fragments from other texts include several
longer excerpts which are juxtaposed with the newspaper headlines, and which are
also presented in a diverse range of font types and sizes. These appear to come from
a wide variety of texts, including scientific texts;j5 sex manuals;36 statistical texts to
35 L 'Oiseau schizophone, p. 35.
36
Ibid., pp. 219, 227, 235, 241. 245, 255, 282, 357, 485.
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do with HIV/AIDS;37 longer reports from newstext;38 texts detailing horrific acts of
violent repression, including torture, rape and murder;39 and an extract to do with the
terrible degradation of the urban environment overrun with rubbish.40
In Les Metamorphoses, all of these visual details have been degraphicized and their
format bears more resemblance to Franketienne's texts prior to L'Oiseau
schizophone where Spirals of text in the same font size appears in three different font
types: roman, bold and italic. In addition, the hypertext also loses L'Oiseau
schizophone's poster-like dimensions to form texts of smaller proportions, which in
this respect are also closer in appearance to Franketienne's earlier texts, such as Mur
a crever (1968), Ultravocal (1972), Dezafi (1975), Les Affres d'un defi (1978), and
Fleurs d'insomnie (1986). Although visual images are no longer incorporated
anywhere in the body of the text, images very similar in type to those inside
L 'Oiseau schizophone and also drawn, like them, in Indian ink form the frontispieces
of the eight volumes of the hypertext. Of these eight visual images facing the title
pages of the volumes of Les Metamorphoses, three have been taken directly from
images within L 'Oiseau schizophone, for example, the front cover ofMets 7 uses the
same image as p. 604 of the hypotext; the image facing Mets 2 comes from p. 655 of
L'Oiseau schizophone-, while Mets 3 takes the image on p. 692 as its cover
illustration.
Although the illustrations facing Mets 1, 5, 6 and 8 are not images taken directly
from L 'Oiseau schizophone, they resemble images from the hypotext and are further
examples of some of the main series of visual images in L 'Oiseau schizophone, for
example, the image on the front cover ofMets 1 clearly continues the bird sequence
37 Ibid., pp. 424, 461.
38 Ibid., pp. 420, 587.
39
Ibid., pp. 520, 525, 532, 533, 534, 550 and 552.
40
Ibid., p. 713. It is, however, impossible to be sure whether these examples come from any genuine
text, or whether they were in fact penned by the author himself, for instance, one particularly strange
example among these longer excerpts which outlines the best way to commit a murder (p.508) is
unlikely to have been found in any newspaper.
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in the hypotext. Of all L'Oiseau schizophone''s images of birds, the image on the
front cover of Mets 1 most resembles the bird which appears on p. 165 of the
hypotext, but it points in a different direction and contains different detail. Similarly,
the head fronting Mets 8 bears a strong resemblance to the series of heads which are
found throughout L'Oiseau schizophone. Like the heads of the hypotext, this
misshapen head comprises two very large eyes set together with different sorts of
shading, giving us the impression of looking inside the head to its internal organs. It
is most like the head on p. 358 of the hypotext, which also depicts the mouth of a
head spewing forth a substance. In this way, the illustrations on the front covers of
Les Metamorphoses continue the predominant visual series of images from the
hypotext.
On the cover of Mets 4, another image from L'Oiseau schizophone (p. 774) is
reproduced but some important changes have been made (see appendix, pp. 15-16).
The hypotextual image depicts the figures of a man and a woman huddled close
together with a strange upside-down eye and nose on a face in the bottom right-hand
corner, suggesting a third figure. This image is then transformed on the cover of
Mets 4 by the addition of many more eyes, noses and mouths, which have been
drawn on top of the contours of the original huddled bodies. Thus, the added
drawing turns the representation of three figures into a strange agglomeration of
heads and bodies, evoking an even more tightly knit group of people, represented as
if fearing a malevolent outside force. This is a prime example of one of
Franketienne's tendencies in his visual art, noted by Jean Jonassaint, namely that
Franketienne often returns to his paintings after varying periods of time to add new
details to them.41 From this example, we see that Franketienne's tendency of
revising his previous works by adding substantially to what is already there goes
41 See Jonassaint, 'Beyond Painting or Writing', pp. 148-49, 150-52. Jonassaint points in this article
to the importance of serialization, multiples and copy-art which are conspicuous in Franketienne's
visual art, and notes that Franketienne often returns to his paintings after varying periods of time to
add new details to them.
249
beyond his writing and clearly also pertains to similar revisions in his visual art
through the addition of new details to an image. Just as the written text of L 'Oiseau
schizophone forms the hypotext to which Les Metamorphoses adds greatly, so too
does the visual image on p. 774 of the hypotext serve as a sort of visual hypotext for
new additions on the cover ofMets 4. Although this is the only example of an actual
reworked image in Les Metamorphoses, a similar tendency can be detected in the
way certain images in L 'Oiseau schizophone also act, to a certain extent, as a visual
hypotext or pre-text for new additions in Les Metamorphoses. To examine this
tendency, and to consider in which ways this transformation of format can be
understood as clarifying the opaque hypotext, three of L'Oiseau schizophone's
typically poster-like pages will now be compared with the corresponding pages of
Les Metamorphoses.
When rewriting L 'Oiseau schizophone to form Les Metamorphoses, Franketienne, as
has been noted, does away with all the visual images. It is in the place where these
images and headlines were once positioned in L'Oiseau schizophone that
Franketienne makes most of his hypertextual additions. When he comes to one of
the visual images of L 'Oiseau schizophone in his rewriting of it, he tends to do one
of three things: he picks up on isolated elements of the image on the corresponding
page of the hypertext which he transforms into verbal terms; he makes verbal
additions which bear no obvious relation to the particular hypotextual image they
replace; or, more infrequently, he adds nothing at all in place of the hypotextual
image, and the text which comes immediately before and after that image in
L 'Oiseau schizophone is joined together seamlessly in Les Metamorphoses.
As an example of the first type of transformation, whereby elements of certain visual
images are transposed verbally in the hypertext, I compare here the image and
fragmented headlines on p. 386 with the corresponding page of the hypertext, Mets 4,
p. 201 (see appendix, pp. 17-18). First, I shall briefly consider this particular page of
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the hypotext on its own terms before moving on to an examination of how the visual
image and scattered words are transformed by the text which is added in their place
in the hypertext.
Of the many images in L'Oiseau schizophone, the image on p. 386 is one of the
largest and most striking. Fairly unusually for L 'Oiseau schizophone, the association
between this image and the scattered words above it is clear. In particular, the word
'PHALLOCRATE' corresponds obviously to the strange robot-like figure depicted
in the image, from whose body seven phalluses protrude.
When this poster-like page is compared with the equivalent page of Les
Metamorphoses, the first conspicuous transformation is that 'La gloire du' in bold,
very large font in the hypotext and 'PHALLOCRATE' in smaller normal-sized font
in upper case have been joined together seamlessly in the same normal font size,
lower case and bold italic typeface. These words 'La gloire du phallocrate'' have
also been reworked with additions into a conventional sentence with an initial capital
letter, the rest in lower case, and a final full stop. These changes illustrate one of the
main principles governing the rewriting throughout Les Metamorphoses, namely that
all of the fragmented headlines of the hypotext are worked into normal sentences in
the hypertext through additions and textual punctuation marks. Such changes to the
format contribute to the process of clarification at work in the hypertext, because the
more conventional order of syntax and punctuation helps to clarify meaning by
joining these words together in a linear sequence. Although many ambiguities
remain in the hypertext, Les Metamorphoses can be thought of as clearer because it is
as if a path has been cut through the text, allowing us to read it in a more
conventional way than L 'Oiseau schizophone. In the hypotext, the juxtaposition of
fragments of different headlines, the multidirectional spatialization of the lay-out,
and the lack of punctuation in these fragments pull each page of the hypotext in
different directions, allowing it to expand into new readings, encouraging the reader
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to form his own connections between all of these different elements. Because of its
fragmented headlines and visual images L 'Oiseau schizophone mobilizes the reader's
visual resources to a far greater extent than in Les Metamorphoses, requiring him/her
to see the page as well as to read it. The degraphicized hypertext, on the other hand,
has a more conventional lay-out and can be read normally from left to right in a one-
dimensional linear sequence. In these respects, Les Metamorphoses constitutes a
considerable step backwards from L'Oiseau schizophone because of the dilution of
the more radical, subversive format of the hypotext, but these changes make the
hypertext less daunting and easier to read.
The image on p. 386 of L'Oiseau schizophone has thus been removed from the
corresponding page of Les Metamorphoses, but to what extent do the verbal
additions base themselves on, or refer to, the visual image which they replace? Two
added words 'canons penis' correspond most clearly to the image on p. 386 where
the seven phalluses pointing in all directions resemble heavy guns. Here the image is
summed up very briefly in verbal terms by drawing on one of the prominent pictorial
elements, in this case the phalluses.
This summing up of selected elements in the image in a few words is one of the main
ways in which the hypertext tends to transform the hypotextual images. Three other
clear examples of this tendency include the added tongue-in-cheek exclamation
'Gloire au penis volant non identifie!' (Mets 4, p. 227), which encapsulates verbally
the most dominant elements of the corresponding visual image: an extremely long
erect phallus from which strange wings formed of hair appear to emanate, while non
identifie sums up well the bizarre appearance of this monstrous flying/hairy phallus;
secondly, the crucified face depicted on p. 488 of the hypotext is briefly rendered in
the hypertext (Mets 5, p. 220) by the added references to 'Le corps recrucifie' and
'La tension cardinale en ses quatre horizons', while the idea of crucifixion is further
reinforced by the addition of 'supplice d'ecartelement'; and thirdly, a hypotextual
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image (p. 785) depicting two female figures whose frontal bodies are conjoined is
captured by the hypertext's references to 'le duel des siamoises', as well as Tune'
and Tautre' (Mets 8, p. 161).
In the case of these three succinct verbal encapsulations of elements of the
corresponding visual images from L'Oiseau schizophone, there are a great many
elements of the image which are left out entirely. In all of these examples, a great
deal is added verbally which has nothing at all to do with the visual image, or which
connects the select pictorial elements with new associations completely outside the
sphere of the hypotextual image. Also, in every case the verbal language is
fundamentally different to the visual language. Having referred briefly to these three
further examples to substantiate my identification of a tendency in the way verbal
additions treat the corresponding visual image, I shall now return to my specific
comparison of how p. 386 is transformed on Mets 4, p. 201 in order to ascertain the
different ways in which what is added verbally gives new emphasis to, supplements,
and diverges from the visual image they replace. Tendencies which I identify here
are also applicable to my three other examples and more widely to Les
Metamorphoses as a whole wherever the verbal additions enlarge upon the semantic
sphere of the visual images and fragmented headlines of the hypotext.
When words pick up on certain elements of a visual image, this very process of
identifying and naming directs attention to those parts of the non-verbal image which
can best be captured using words. Hans Lund in Text as Picture describes this
process in texts which transform pictures as 'semantically focusing' and
'semantically expanding' elements of the image.42 'Canons penis' encapsulates one
dominant element of the image and this very process of naming deciphers this
element and brings it to the fore. This semantic focusing on the phalluses is then
further reinforced by the addition of 'mon sexe' and 'queues joyeuses' and here we
42 See Hans Lund, Text as Picture (Lampeter: Edwin Mellen Press, 1992), pp. 35-36.
253
see again the trend of the phallus becoming one of the main leitmotifs in the
additions of Les Metamorphoses. As well as drawing attention to the phalluses, these
added references add new details which have no equivalent in the visual image, for
example 'mon sexe' is a further example of the hypertext's greater focus on Je's
body and its functions, while the description of the 'queues' as 'joyeuses' expresses
an emotion not apparent anywhere in the hypotextual image. Certain single words
pick up more obliquely on elements of the visual image. For example, Ma memoire
des trous' could refer to the mollusc-shaped holes on both flancs of the phallocrat, as
this is how Franketienne usually represents vaginas in the visual images of L'Oiseau
schizophone and beyond. Even more obliquely, the allusions in the verbal additions
to 'entrailles' and 'visceres' might, at a push, evoke the phallocrat's insides which
are marked out in the visual image by different types of shading and a tangle of black
tube-like forms.
Apart from the degraphicization of the visual image and the normalization of the
fragmented headlines, the most obvious way in which Les Metamorphoses
transforms the corresponding page of L 'Oiseau schizophone is by making abundant
verbal additions. The number ofwords on p. 386 of the hypotext is 39 compared to
the hypertext's 156 words. These verbal additions of Les Metamorphoses do
semantically focus some isolated elements of the visual image to a certain extent, but
these elements are then supplemented greatly by addition of new details from outside
the sphere of the visual image. Some of the additions verbally mobilize the reader's
visual senses to visualize a mental picture in his mind's eye but, unlike the visual
image, the verbal additions also involve all the senses other than sight as well.
Hearing is evoked by the following words, 'resonne', 'tambour', 'une ruche
musicale', 'sifflements', and also through the use of the phonetic pattern in 'Tel un
immense radeau magique, un beau cadeau divin, un bateau de lumiere', where the
repetition of the almost rhyming assonances in the endings of these words promotes a
more sensual, erotic impression in this description of Je's sex than in the brutal
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hypotextual visual image of the phallocrat. Another sense not conveyed by the
visual image but invoked by what is added verbally is the sense of taste, which is
communicated by the adjective 'gourmande', while the added reference to 'miel'
coating the 'canons penis' links sexual organs with a foodstuff once again, a
tendency among the hypertextual additions already noted in the last chapter. This
description of the 'canons penis' as being 'enduits' with honey also appeals to the
senses of touch and taste as the reader imagines the texture of this coating.
Some juxtapositions in these additions create startling associations, such as the
'sifflements des queues joyeuses' and 'Immense image gourmande', which surprise
the reader because a 'queue' would not be expected to make a noise, nor are images
normally described as greedy. Adjectives abound in this passage and elsewhere in
the additions of Les Metamorphoses. In particular 'extravagante' and 'baroque' go
some way to recreating in words the exuberant character of the visual image, but
verbal means describing these characteristics lose the graphic impact of a visual
image which is at once recognisably baroque and extravagant.
One potentially unsettling feature of many of Franketienne's visual images is that
they are usually fairly abstract; Franketienne himself characterizes his visual art as
'mi-abstrait mi-figuratif .43 The visual image of the phallocrat on p. 386 of the
hypotext is one of the least abstract on this scale ranging from abstract to figurative
in L 'Oiseau schizophone. We have seen that, in many ways, the degraphicization
renders the hypertext less daunting visually for the reader, while naming and
describing using verbal means in combination with other additions, which do not
relate to the image, have the effect of semantically focusing and expanding; guiding
the reader to key elements, and making the hypertext as a whole clearer to follow.
43
Douglas, Unpublished Interview with Franketienne.
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This process of clarification at work in the rewriting does not, however, produce a
completely transparent hypertext devoid of all complexity; far from it. Much ofwhat
is added verbally throughout Les Metamorphoses is couched in abstract and poetic
language, which creates multiple associations and oneiric, sensuous impressions in
the reader's mind. Abstraction is self-reflexively referred to on Mets 4, p. 201 by the
reference to 'dechets metaphysiques', and the additions in every sentence on this
page are marked by such abstract qualities, for example 'Poteaux panneaux pylones.
Reperes aleatoires encombrant Ie voyage des roues epileptiques et d'ailes
tuburculeuses'. Connections between these juxtaposed words are indeed 'aleatoires';
they are not related to the visual image, nor to the neighbouring sentence, nor even
from one word to the next.
A second tendency in the way Les Metamorphoses does away with L'Oiseau
schizophone's visual images again involves Franketienne inserting many additions in
place of the images; but here, what he adds verbally bears no obvious relation to the
particular hypotextual image it replaces. In such cases, what is added tends to
replace a visual image which is towards the more abstract end of Franketienne's 'mi-
abstrait mi-figuratif scale, and the verbal additions in their turn tend to be even more
abstract in nature than is the case for those of the first type of transformation.
To give an example of this second tendency, 1 am going to compare p. 82 of
L 'Oiseau schizophone with the corresponding pages of the hypertext, Mets 1, pp.
154-55 (see appendix, pp. 19-20). The visual image which we find on that page of
the hypotext is one of the most abstract of all L 'Oiseau schizophone's images and it
is extremely difficult to recognize any elements of this image and to capture them in
words. It appears to be formed of a number of sinuous lines, some ofwhich are lined
with feathers. There are areas of dotted shading and a few mysterious nodules, four
of which are reminiscent of the way in which Franketienne often represents eyes,
while the larger one resembles more his depictions of Spirals and vaginas elsewhere
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in his visual art. Taking the place of this visual image in the hypertext are the
additions: '[...] je trebuche contre le temps. Clandestinement destin et dechirure
fatale, la gorge trouee de cris. Du redire anonyme a l'inedit des levres, la distance
plus intense dans Pimpossiblement vivre.' These verbal additions have nothing to do
with the visual image they replace, but they share some of the image's
impenetrability and it is also difficult to pin down their sense with any certainty.
Thus, Franketienne adopts some of the abstraction from the visual image for the
words which replace it in the hypertext, but he takes the verbal additions in a new
direction.
Where we find this second tendency of verbal additions, diverging even more fully
from the corresponding visual image than is the case for the first type of
transformation, what is added tends to be extremely oneiric, with the prominent self-
reflexive Je figure turning back within himself, and focusing on his own dreams,
reveries, visions, fantasies, and hallucinations. This can be seen on p. 155 ofMets 1
from the way random connections between words create indefinite impressions, and
this is also the case for many of the other examples of this tendency, where the
repeated addition of words like 'visions', 'visionnaire', 'imaginaire', 'imagination',
'utopies', 'chimeres', 'reves', and 'songes' heightens the oneiric impression.44
Having identified this second tendency of what verbal additions do instead of
L 'Oiseau schizophone's visual images, I now want to consider more generally how
else p. 82 of the hypotext is transformed on the corresponding pages of Les
Metamorphoses (Mets 2, pp. 154—55) because we also find exemplified here some
other typical changes which Franketienne makes more generally to the hypotext
throughout Les Metamorphoses as a whole. Approximately two-thirds of p. 82 of
L 'Oiseau schizophone consists of spatialized fragments, most of which begin with
44
See the examples of this second tendency: O.S. p.l 18 - Mets 2, p.39, O.S. p. 190 - Mets 2, p. 169,
O.S. p.527 - Mets 6, pp.58-59, O.S. p.572 - Mets 6, pp. 157-58, O.S. p.774 - Mets 8. p. 143, O.S.
p.796 - Mets 8, p. 178.
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the word 'ville', and are followed by a negative adjective or other description.
Between these fragmented descriptions of the city, there is only a space, and they are
not linked by any punctuation. On the corresponding page of the hypertext,
Franketienne does something which he frequently does to original sequences in
L 'Oiseau schizophone, he continues this chain by adding 'Ville bidonyille a vie.
Ville' and 'Ville de boucherie macabre enlisee dans la loucherie perfide', which
reinforces the negative portrayal of the city still further.
A process of normalization of the graphic details of the hypotext is again clearly at
work here. On p. 154 of Mets 1, the spaces between these fragments have been
removed and replaced by full stops. Punctuation added in this manner forms a series
of extremely short sentences, which are hardly conventional because they contain no
verbs, and display a marked nominal excess (a tendency of Franketienne's which will
be discussed later in this chapter in the section on hyperbolization). But, this
formation of sentences through the addition of punctuation does make the sequence
easier to follow in a linear fashion. It is this same process of normalization which is
again found in the way the hypertext reworks the fragmented headlines 'Embargo'
and 'Ou que j'aille' into more standard linear font types and sizes. This process,
already noted in relation to the transformation of fragmented headlines from p. 386
of the hypotext to Mets 4, p. 201, similarly holds true for the way in which all of the
fragmented headlines, which are scattered over almost every page of L 'Oiseau
schizophone, are treated in the hypertext. These fragments are changed into uniform
font size and type, and reworked into sentences where they are supplemented by
additions which expand on them to add new meanings. In the case of the sentence
formed from 'Embargo', 'Dans la cuisine de l'embargo', the new detail portrays the
embargo in terms of food/cannibalism, a characteristic way in which Franketienne
depicts embargoes against Haiti in what is added throughout the hypertext as a
whole, as noted in the last chapter. It is in these places — where visual images and
fragmented headlines were once positioned, and also between pages and fragments
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of text — that Franketienne tends to make most of the additions analyzed here and in
other chapters.
Exceptions to this general rule form the third tendency of what Franketienne does in
Les Metamorphoses instead of the visual images. This third tendency is where a
visual image of L 'Oiseau schizophone is passed straight over on the corresponding
page of Les Metamorphoses, with no verbal addition to take its place. It is a rarer
and more straightforward tendency than the other two I have identified, and so I have
little to say about it here.45 Apart from one isolated example from Mets 1, this
tendency is concentrated throughout Mets 2 only. To briefly illustrate this third
tendency, I compare pages 162, 163, 164 and 165 of the hypotext with the
corresponding pages of the hypertext, Mets 2, pages 116, 117, 118 and 119 (see
appendix, pp. 21-26). A series of birds form the visual images under consideration
and, unusually for L 'Oiseau schizophone, these particular images of birds concur
with the subject of the text which surrounds them, where we find a series of
meditations, each one beginning with the word 'Oiseau'. These pages from
L 'Oiseau schizophone are also atypical because their visual images are not
accompanied by any of the fragmented headlines which are so common elsewhere in
the hypotext. Quite simply, the hypertext leaves out these images, adds nothing
instead, and joins the original text seamlessly together, retaining the hypotexf s
original divisions into paragraphs. As this text carried straight over to the hypertext
already contains a long series of references to birds, this is perhaps one reason why
nothing is added: the text already focuses on what the visual image represents.
Visual images have been only passed over in this way with no additions where the
equivalent pages of hypotext do not comprise of fragmented headlines.
45
Examples of this third tendency are: O.S. p.97 - Mets 1, p. 185, O.S. p. 106 - Mets 2, p. 16, O S. p.
107 - Mets 2, p. 17, O.S., p. 108 - Mets 2, p. 19, O.S. p. 124 - Mets 2, p. 50, O.S. p. 162 - Mets 2, p.
116, O S. p. 163 - Mets 2, p. 117, O.S. p. 164 - Mets 2, p. 118, O S. p. 165 - Mets 2, p. 119, O.S. p.
\16 - Mets 2, p. 140, OA. p. \19-Mets2, p. 147.
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Of all three, the process of clarification is most manifestly at work throughout the
hypertext in the first and third tendencies. In the first, the additions of Les
Metamorphoses briefly decipher into words certain elements of the visual images on
corresponding pages of L'Oiseau schizophone. By verbalizing, semantically
focusing, and expanding on these elements, the hypertext becomes easier for the
reader to follow. All three tendencies eliminate the daunting 'mi-figuratif mi-
abstrait' visual images of the hypotext, and this degraphicization in itself makes the
format of Les Metamorphoses plainer, and perhaps easier for the reader to 'stomach',
because the loss of so much of the hypotext's graphic detail makes the hypertext
easier to read from left to right in linear fashion. By degraphicizing but not adding
anything to take the place of the visual image, the third type of transformation is
particularly clarifying because, unlike the first and especially the second tendencies,
the text carried straight over from L 'Oiseau schizophone is not supplemented with
abstract addition. In the case of the other two, although the transformation of the
format cuts a path throught the hypotext and makes the hypertext easier to read, these
abstract sensuous insertions enable the hypotext to retain a degree of opacity and a
poetic quality. As for the fragmented headlines, which figure so prominently
throughout L'Oiseau schizophone, they too have been normalized by the
transformations operated in the hypertext where they are consistently turned into
normal font size and type and reworked into more conventional sentences through
additions and the insertion of punctuation. Although these additions are also
frequently fairly abstract and incongruous in nature, simply by complementing the
original incomplete fragments of the hypotext, they create more sense than the
fragments alone. By degraphicizing and then deciphering, by normalizing and
expanding on the hypotext verbally, even if in an abstract way, the hypertext can be
considered to clarify the greater opacity ofL 'Oiseau schizophone.
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Recapitulation
Greater prominence is given to the Spiral figure everywhere throughout the
hypertextual additions. In this section, I argue that repeated recapitulation and
clarification do not compromise the degree of 'openness' ofLes Metamorphoses, but
instead draw even more attention to it. My main argument here is that such added
references to the Spiral give the strongest indication as to the overall aesthetic
significance of Franketienne's rewriting. I conceive of his rewriting as a practice
through which he seeks to emulate the much admired movement and openness of the
Spiralist literary aesthetic with which his work is so intertwined. On the back cover
of each of the eight volumes of the hypertext, there is an indication of this process of
recapitulation:
Avec les 'Metamorphoses de L'Oiseau Schizophone' en huit mouvements, il
aura definitivement illustre l'esthetique fondamentale de la Spirale et le
concept revolutionnaire de l'Ecriture Quantique ou les mots sont traites a
l'interieur du texte comme des particules d'Energie Sensuelle.46
As discussed in chapter two, the Spiral has been used by Franketienne as a flexible
aesthetic mould throughout most of his forty years of artistic production. Allusions
to 'spirales' already abound in L 'Oiseau schizophone, but a process of recapitulation
is clearly at work throughout Les Metamorphoses where a great many added
references repeatedly draw even more attention to this figure through explicit
references to the Spiral's curving form:
Ouvertures et reprises (Mets 1, p. 131)
Et la spirale s'enflamme (Mets 5, p. 100)
Le vertige flamboyant de l'helice capricieuse, le rire en escalier de la spirale
nocturne (Mets 5, p. 119)
46
Text on the back covers of all eight volumes of Les Metamorphoses.
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L'helice du reve s'allonge (Mets 5, p. 197)
Tresser, tisser, broder la pleine lumiere du texte (Mets 6, p. 156)
[...] je voudrais bien ecrire la vie dans ses detours imprevisibles, dire a quel
point je Paime (Mets 7, p. 5)
La spirale d'un vertige (Mets 6, p. 9)
L'urgente necessite de la sinusoi'de, toujours plus loin sans fin, jusqu'a
l'imaginaire (Mets 7, p. 157)
La spirale infinie des portes imaginaires s'ouvre et s'enflamme (Mets 7, p. 200)
Le cycle n'est pas un cercle dans le champ chaotique infini de la vie.
Abstraction qui oscille en spirale (Mets 8, p. 129)
The very repetition of words like 'spirale', 'helice' and 'sinusoi'de' makes the Spiral
more prominent in Les Metamorphoses. We find recapitulated clearly in the
additions from Les Metamorphoses the idea that the circle is negative compared to
the infinitely open form of the Spiral, and that this Spiral form has been chosen
because it allows Franketienne to capture life in all of its detours. Genre total, the
way in which the Spiral manifests itself in the construction of Franketienne's literary
texts is emphasized by the added allusion to writing as 'Tresser, tisser, broder la
pleine lumiere du texte' through which 'Spirals' of interwoven text are formed. But
above all, the movement and openness inherent to the Spiral form are stressed by a
number of frequently employed expressions and key words, such as 'ouvertures',
"reprise', 'circulation fluide', 'mouvement perpetuel', 'flux et reflux', 'tourbillon',
'vertige', 'tournoiement', 'mouvance', 'tourbillonner', 'virevolter', 'bouger' and
'voyager'. As was seen in chapter two, Franketienne has explicitly aligned the
openness and perpetual dynamic movement with that which Umberto Eco terms the
opera aperta.
In the previous section, I examined how the most opaque aspects of L'Oiseau
schizophone undergo a process of clarification in the formation of Les
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Metamorphoses. For Eco the degree of ambiguity is directly linked to the degree of
openness. According to Eco's equation, then, the lessening of ambiguity in the
rewriting of L 'Oiseau schizophone would be expected to entail a reduction of the
hypotext's level of openness in direct proportion. Certainly, as 1 argued in that
section on 'clarification', these changes do constitute a step backwards from the
innovative ensemble of L 'Oiseau schizophone, because all of the images are done
away with, while other graphic details are normalized and worked into the text,
which runs in a linear sequence from left to right. In other words, while the
multidimensional format of the hypotext incites the reader to read it in a multitude of
different possible orders, Les Metamorphoses, at least from the perspective of its
material form, has been given the appearance of a single, more linear dimension.
Ostensibly, the hypertext is then less open because, compared with L 'Oiseau
schizophone, it requires a lesser degree of collaboration from the reader in order for
him to forge his way through the text.
Nevertheless, it is precisely this notion of openness which is given greater
prominence in Les Metamorphoses where one addition even reads 'Je mange le livre
ouvert' (Mets 5, p. 134, my italics). As already quoted in chapter two, Franketienne
makes explicit the parallels between the Spiral and Eco's conception of the opera
aperta in an interview dating from 1998, just after the publication of Les
Metamorphoses (1996-7). Clearly infused with this idea of the opera aperta are the
many hypertextual additions already cited above, which refer self-reflexively to the
all-important Spiral form, and which repeatedly emphasize above all the very great
degree of openness and dynamic movement of this figure.
Similarly connecting the qualities of openness and movement, Eco also terms
exemplary open works of the highest degree opere in movimento (works in motion),
so called 'because they characteristically consist of unplanned or physically
incomplete structural units' (p. 12). Such polymorphous formal arrangements confer
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an aura of'intrinsic mobility' and 'a kaleidoscopic quality to these works' (p. 12). In
relation to 'works in movement', Eco frequently refers to how their dynamic
structure constantly reveals the work in a new light through 'continuous generation
of internal relations', 'ever-changing profiles' (p. 74) and 'continuous
metamorphosis' (p. 84). It is particularly in this respect of endless renewal and
movement that Les Metamorphoses bears out most strongly Eco's ideas on the opera
aperta and epitomizes the openness of the Spiral form. As already seen, many of the
additions of Les Metamorphoses refer self-reflexively to perpetual movement and
transformation, qualities which characterize the rewriting itself.
Franketienne stresses many times in these additions and elsewhere in his other works
and interviews his abhorrence of all that is 'fige', definitive and immobile, and so
this is one reason why the Spiral appeals so much to him as an aesthetic: unlike the
stationary circle, the Spiral winds in a continuous curving motion. By returning to
his texts and rewriting them, Franketienne prevents them from becoming fixed into
some definitive form and instead keeps them in a state of continuous flux.
Throughout all of the successive versions of Franketienne's texts, we see his
predilection for the process of writing over what is written; for production over the
finished product; and for the dynamic over the static. But in the eight Mouvements
des metamorphoses de L'Oiseau schizophone, Franketienne's focus on the dynamic
of constant transformation throughout his artistic production is particularly
epitomized.
The importance of constant movement and metamorphosis is such that they figure in
the title of all eight volumes of the hypertext. This apt title is a further clear echo of
the principle intertext of Les Metamorphoses: Ovid's Metamorphoses to which I
have already referred in the first section on cannibalization. In Ovid, figures are
constantly transformed into new alien forms which conceal their identity. But the
most obvious transformation in Franketienne's Les Metamorphoses is that of the
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hypertext itself, and in this there is also a parallel with Ovid's Metamorphoses. Not
only does Ovid subsume stories of Homer, Horace and Virgil, among others, in a
way akin to how Franketienne writes and metamorphoses his own text, but, as one
critic has pointed out, Ovid's method of writing resembles that of Ulysses's
storytelling in the Ars ametoria, where he is repeatedly asked to tell the same story,
each time in different words.47 This sums up succinctly how Franketienne
transforms the hypotext in his rewriting. In Ovid and Franketienne, therefore, there
is no closed circle of repetition, but instead the ceaseless repetition is always
different.
Franketienne has proposed one fragmented, more linear path through the opaque
hypotext, but this does not exhaust all the possible paths that could be taken through
the labyrinth of L 'Oiseau schizophone. It is merely one possible reading among a
multitude of others. As Les Metamorphoses best illustrates, Franketienne's practice
of rewriting is a deliberate move to introduce new movement to a work, to show how
it can be reconfigured, extended and amplified by the reader, and to keep the work in
a state of Spiral-like perpetual transformation with the kaleidoscopic and provisional
character of a work-in-progress.
Through his rewriting, then, Franketienne thus deliberately seeks to infuse his own
works with the dynamic of the Spiral's perpetual movement and openness in order to
prevent them from becoming 'fige' in some definitive form. Frequently
recapitulated in the hypertext is spiralisme's founding desire to contravene literary
conventions, in a manner reminiscent of many additions in Mur [2] and Ultravocal
[2]:
Dictionnaires et lexiques parfumes aux essences de naphtaline et de coloquinte
a l'usage des puristes infeconds et de critiques steriles (Mets 4, p. 182)
47 See G. Karl Galinsky, Ovid's 'Metamorphoses': An Introduction to the Basic Aspects (Berkley and
Los Angeles: University of California Press, 1975).
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Moi, je suis le genial massacreur des traditions et des tabous. Masochiste
exceptionnel, aventurier extravagant (Mets 6, p. 9)
Rejeter l'esthetique parfumee au menthol. Debrider les machoires. Derider la
morale camisole faux-collet. Casser l'austerite et la sterilite des penseurs
presompteux (Mets 6, p. 173)
As seen in chapter two, Franketienne clearly places himself in a long line of literary
movements from both inside and outside which have similarly sought to make the
literature of their countries modern. Several extremely brief explicit references to
some of these movements are added in Les Metamorphoses, for example: 'Journal
surrealiste' (Mets 6, p. 84), 'Une esthetique d'avant-garde' (Mets 8, p. 24).48
One question which dominates the additions is 'Comment peut-on etre moderne?',
which applies both to Haiti and to Haitian literature. To breathe new life into Haitian
literature, Franketienne deliberately rejects the earlier Haitian movement
Indigenisme's ethnological focus and Marxist stance, which, as was discussed in
chapter two, were misappropriated by the Duvalierian dictatorship:
[...] faire eclater ce corset, ce ghetto de l'indigenisme, partir a la recherche de
l'identite haTtienne comme si celle-ci avait ete enfermee dans une boTte qu'on
ouvrait pour dire: 'Voila l'homme hai'tien'. II n'y a pas d'homme haitien. II
n'y a pas d'homme martiniquais, il n'y a pas d'homme guadeloupeen [...] Les
indigenistes sont des passeistes. J'ai vecu ce corset duvalierien qui se
reclamait du nationalisme et de l'africanite. On a invente cet homme hai'tien,
ce vaudouisant aux cheveux crepus.49
Instead, in an attempt to make his work in particular, and Haitian literature in
general, as modern as possible, he consciously borrows many modernist and
48 On these influences on Franketienne, see Glover, 'Physical Internment and Creative Freedom', pp.
237-38; Lucas, 'Franketienne, l'ecriture de la possession', pp. 38, 42-44; Lucas, 'The Aesthetics of
Degradation in Haitian Literature', pp. 63-72; Michel, Les ecrivains noirs et le surrealisme, pp. 167—
68.
49 Chemla and Pujol, 'Entretien avec Frankcticnne', p. 115.
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postmodernist techniques and strategies. This also explains his explicit alignment of
the Spiral with Eco's notion of opera aperta. As David Robey puts it in his
introduction to the English edition of The Open Work, Eco's book 'has the air of a
theoretical manifesto for certain kinds of avant-garde art'.50 It is, above all, the
radical contravention of conventions which distinguishes Eco's modern 'open' works
from traditional ones, and it is just such an epistemological break that Franketienne
attempts to make with his aesthetic of the Spiral. According to Eco, it is precisely
because of this breaking with normal forms of literary expression that the degree of
ambiguity of these modern open works is so high, making the reader's scope for
interpretation enormous. A word Eco uses several times to denote this characteristic
ambiguity of the most open modern works is 'labyrinth'.51 As Philippe Forest also
observes, the labyrinth is one of the most privileged figures in modern literature by
the likes of Joyce, Borges, Kafka, Butor and Robbe-Grillet, whose texts rewrite the
myth of Thesee and the minotaur, and which also have labyrinthine structures.52
All of Franketienne's texts could be described as having a labyrinthine structure with
their 'Spirals' of text taking the reader in different directions. Labyrinthine
ambiguity is, however, epitomized by the opaque structure of L 'Oiseau schizophone,
which encompasses images and other graphic details laid out in all directions. This
opacity implicates the reader and incites him/her to decipher the text in any way that
he/she can. Summing up the structural importance of the relation between the
labyrinth figure and the fundamental opacity of his own work, Franketienne explains
that the Spiral form he champions is an inextricable part of the labyrinth, but also
how, at the same time, it offers the reader a very different liberating trajectory to that
of the prison-like labyrinth:
Labyrinthe comme itineraire tenebreux — (la spirale est en effet indissociable
du labyrinthe) — trajectoire au cours de laquelle on perit ou l'on acquiert de la
sagesse. A l'interieur, pas de lumiere, tenebres, de temps en temps seulement,
des eclaircies-stimuli pour la force de continuer le voyage [...] La spirale [...]
50 David Robey, 'Introduction', in Eco, The Open Work, pp. vii-xxxii (p. ix).
51 See Eco, The Open Work, pp. 8, 11.
52
Philippe Forest, Texles el labyrinthes (Mont-de-Marsan: InterUniversitaires, 1995).
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est un parcours rituel, un guide qui permet, comme le fil d'Ariane, de maitriser
la complexity du labyrinthe, image de la vie de Fhomme et cette spirale est la
cle d'or qui te permet de t'evader de l'enfermement qui te brise."J
Here in general terms relating to all of his literary production, Franketienne
conceives of the Spiral as the dimension contained within the labyrinth which offers
the reader a guiding light, enabling him to master the dark, opaque complexity of the
labyrinthine texts. In Les Metamorphoses, Franketienne has gone a considerable way
towards deciphering and brightening the 'eclaircies-stimuli' of the opaque
labyrinthine hypotext. It is as if the additions of the hypertext offer the reader further
Tils d'ariane' to guide him through and help him towards the deciphering of the
labyrinth ofL 'Oiseau schizophone.
Already in L'Oiseau schizophone, the frequent allusions to 'labyrinthes' and
'dedales' make this figure a leitmotif, but in what is added in the hypertext, the
labyrinth is made much more prominent as a theme. Je is described by one addition
as a '[p]oete des labyrinthes et des dedales' who wants to 'ecrire la vie dans ses
detours imprevisibles' (Mets 7, p. 5), and the frequently added phrases 'au fond du
labyrinthe' and 'a l'interieur du labyrinthe' place Je firmly within a labyrinth:
Au creux des perspectives, ma fuite est faite en un long couloir de tours et de
detours, aujourd'hui encore sombre labyrinthe ou n'affleure que silence a
l'interieur de mes mains (Mets 2, p. 59)
J'ai arpente les corridors du corps et les couloirs de Fame [...] La maladie du
labyrinthe. Et j'ai fui la stagnation dans les cavernes, engrossees d'ombre, le
gel visqueux du silence, la metamorphose de la peur et le vertige obscur des
etymologies douteuses. Brutale destitution des signes coagules a I'interieur de
l'etre (Mets 3, p. 174)
A l'interieur du labyrinthe, j'ai la tete qui tourne alourdie d'utopies et de cles a
n'en savoir que faire (Mets 4, p. 126)
Roulis de solitude au fond du labyrinthe ou s'epaissent les portes a Fopaque de
nos songes [...] le dedale des mots (Mets 5, p. 172)
53
Quoted in Bernard, "Notes de lecture', p. 125.
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Toutes les enigmes a l'interieur du labyrinthe (Mets 7, p. 35)
Je is condemned to wander through the tortuous, narrow paths of a labyrinth, which
is depicted in these additions as a closed prison-like space, associated with negative
words like 'sombre', 'stagnation' and 'visqueux'.
While Franketienne conceives of the labyrinth as a closed, prison-like construct, it
contains within it the 'fil d'ariane' of the Spiral, allowing the reader to find his way
out. In their studies on the labyrinth, Marcel Brion and Philippe Forest observe that
the labyrinth 'est combinaison de deux motifs opposes, spirale et tresse, cercle ouvert
ou cercle ferme.'54 The prison-like space of the labyrinth is equated in
Franketienne's terms with the closed form of the circle. If the circle can be broken
and unfurled into the more open, optimistic form of the spiral, then, as the following
hypertextual additions imply, it is possible to emerge from the labyrinth:
J'ai du briser le cercle abstrait (Mets 2, p. 35)
Detruire le cercle de la mort. Premier cri d'evasion. Bapteme hors de la prison
(Mets 3, p. 102)
S'eloigner au possible du cercle pestistentiel (Mets 5, p. 17)
Although many additions in Les Metamorphoses add to the sense that there is no
escape from the labyrinth, images of Je emerging from it are also frequently added.
It is significant that in such additions Je's trajectory as he makes his way out into the
open resembles that of the Spiral form:
Je bouge et me delove a sortir du cauchemar vitrifie (Mets 2, p. 42)
Je roule et m'ourle au fond de moi. Je me modele au futur de mes reves
manuscrits ou se conjuguent mes desirs et le hasard en zigzags (Mets 2, p. 140)
54 Forest, Textes et labyrinthes, p. 147.
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Extase tourbillonnaire au devoilement du piege. A travers les asperites du
voyage, je me deroule et me debusque en mes detours (Mets 3, p. 46)
De la torpeur au tourbillon [...] RenaTtre d'une arriere-mort en ma dissolution
(Mets 3, p. 88)
By simulating the winding path of the Spiral's constant uncurling, curling and
zigzagging motion, Je is able, against all the odds, to eject himself from a petrified
state of inactivity resembling death into a Spiral-like whirlwind of activity.
This escape through the Spiral is likened to the flight of a bird and, appropriately, Je
is often characterized as a bird throughout the additions where there are many
references to Je's wings, and to his voluptuous flight away from the death-like prison
of the labyrinth:
Je recycle mes ailes pour un tres long voyage ( Mets 1, p. 191)
S'envoler loin d'ici avec des ailes cassees (Mets 2, p. 122)
Le voyage se poursuit en un vol voluptueux (Mets 3, p. 182)
[...] au recyclage des ailes. Un voyage qui s'allonge en vol d'accordeon (Mets
4, p. 207)
[...] je remodele mes ailes a hauteur de ma chute (Mets 4, p. 211)
Un flot d'ailes voyageuses dans 1'inventaire de l'espace (Mets 5, p. 137)
Un envoi impossible comme un voeu de voyage (Mets 6, p. 11)
Transparence d'ailes vers une source invisible (Mets 6, p. 172)
Je m'envole d'un coup d'ailes. La mort ranee entre-deux (Mets 7, p. 90)
Even if its wings are broken, the bird is still able to rise up, phoenix-like, and
continue the perpetual movement of its flight, soaring high above the prison.
Elsewhere in the additions, Franketienne underlines that the bird is the symbol of the
rebellious energy which is needed to break out of the labyrinth:
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Rebelle irrecuperable [...] l'oiseau voyage vers un ailleurs (Mets 5, p. 127)
Envoi enigmatique des d'ailes enflammees (Mets 7, p. 180)
Mais je vous parle d'un oiseau rare terriblement rebelle (Mets 8, p. 53)
Le charnel incendie de l'oiseau erotique en plein vol (Mets 8, p. 143)
Linked with this heat, light, and sexual energy, a third way out of the labyrinth is
suggested by the images of pregnancy and birth which also abound in the additions
of Les Metamorphoses'.
Une eternelle grossesse aux vibrations obscures (Mets 2, p. 136)
Naissance aveugle dans la mouvance de l'oeuvre (Mets 2, p. 153)
Grossesse nerveuse. L'ardent desir d'une naissance tenebreuse (Mets 5, p. 93)
Et j'annonce la naissance difficile de mon ceuvre chaotique. Le bapteme
impossible de mes mots insolites (Mets 6, p. 135)
La meme grossesse tragique comme si rien ne bougeait dans le miroir des
siecles (Mets 8, p. 67)
All these additions describe extremely difficult and protracted births, an extended
metaphor which recurs throughout all of Franketienne's work, most notably in his
play 'Kaselezo' ('When Womb Waters Break').55 With this birthing metaphor,
Franketienne depicts a woman who has been pregnant for centuries, picking up on a
Haitian popular belief that it is possible for a woman to be pregnant for years instead
of the usual nine months. Such a pregnancy is called 'pedisyon' or 'perdition'.56
55
Franketienne, 'Kaselezo', Derives, 53/54 (1987), 125-63.
56 On this phenomenon with specific reference to Franketienne, see Beaubrun, 'Structure et
stylistique'. On 'perdition' more generally, see Gerald Murray, 'Women in Perdition: Ritual Fertility
Control in Haiti', in Culture, Natality and Family Planning, ed. by John Marshall and Stephen Polgar
(Chapel Hill: University of North Carolina Press, 1976), pp. 59-78; Karen Richman, 'Miami Money
and the Home Gal', Anthropology and Humanism, 27.2 (2002), 119-32. Richman suggests a possible
origin for the word: ' The Creole description ofpedi san (to lose blood) was probably confounded with
the French-based word for "perdition", pedisyon.' (p. 131).
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'Perdition' is a prominent metaphor extending across Franketienne's work, and he
uses it as an analogy for the difficult emergence of Haiti from its current situation.
The word itself figures prominently among the additions of Les Metamorphoses,
where the country is very frequently described as being 'en perdition', for example:
'Porte ouverte a la deperdition en une saison en perdition' (Mets 7, p. 154); 'Mon lie
est en perdition comme un oiseau qui tombe, les deux ailes petrifiees' (Mets 8, p. 16).
In such additions, the French and Haitian senses of 'perdition' are combined: the
island is in a state of eternal pregnancy and damnation. Rather than giving birth, the
island resembles instead a paralyzed, dying bird. The negative impression is further
reinforced by the added reference to 'la deperdition', which picks up on the belief
that 'perdition' is often caused by a 'lougawou', a member of one of the secret
societies in Haiti, as 1 mentioned in the last chapter, which are popularly believed to
eat and drink human flesh and blood, particularly those of newborn babies.
According to the belief, the blood taken from the foetus is what feeds the baby, and
so the 'lougawou' 'eats' the unborn baby in the womb, by sucking its blood and
stealing its food until it wastes away.57
But the image of the 'Terre-Mere' 'en perdition' is, at the same time, a positive one
because the hope remains that once the country discovers the reason for its
'perdition', the pregnancy will reach its term and result in a birth. Many of the
additions are optimistic about the possibility of a birth:
Je m'embryonne d'imaginaire {Mets 3, p. 81)
Une grossesse anarchique (MeIs 4, p. 136)
Delivrance a 1'accouchement des mots (Mets 4, p. 186)
[...] d'ou renaitra l'aurore (Mets 4, p. 189)
foetus de lumiere (Mets 8, p. 62)
57
See Beaubrun, 'Structure et stylistique', pp. 67-68; Murray, 'Women in Perdition', p. 61.
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Au passage de l'oiseau renaissent mes illusions, mes utopies majeures (Mets 8,
p. 199)
Successful delivery corresponds here with the deliverance of the country. It is as if
both Je and his country are in the process of being reborn, and their emergence from
the labyrinth of the womb is characterized by fertile 'anarchy', disorder and light
energy. In spite of this, there remains a strong focus in what is added on the
destruction of the eggs, embryo, foetus, placenta and uterus:
Une explosion de foetus dans l'uterus de l'univers (Mets 4, p. 206)
Metamorphose inachevee vers l'eclatement du placenta et la naissance d'un
monstre vorace {Mets 7, p. 105)
Embryon de blancheur vers le zero de l'ceuf {Mets 7, p. 113)
l'oeuf explosa dans le ventre de la poule {Mets 7, p. 196)
oeufs fortuits qui se brisent {Mets 8, p. 44)
These explosions appear not to bode well for the birth and the second addition
suggests that a voracious monster will be the result if the gestation does continue.
Particularly pessimistic are the references to 'blancheur' and 'zero de l'oeuf because
they equate the embryo and the egg with the stagnation which must be counteracted
in order to escape from the labyrinth. Nevertheless, the repeated evocations of
explosions, and of eggs and placenta breaking up and bursting open, give the
impression of a great surge of energy. It is this explosive energy, characteristic of
the Spiral, which links the symbols of liberation from the labyrinth: bird flight and
new birth.
Throughout this section, 1 have argued that Franketienne recapitulates his notion of
the Spiral in the additions of Les Metamorphoses by focusing on its dynamic
movement, openness, and energy. These are also the characteristics of ecriture
quantique to which Franketienne draws attention in Les Metamorphoses, elucidating
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even more hyperbolically what he means by ecriture quantique and how it relates to
the Spiral.58
Hyperbolization
Subversive energy marks Franketienne's entire oeuvre, as almost all the main
commentators of his work note.59 Throughout this thesis, I have argued that one
important way in which Franketienne's practice of rewriting transforms Les Affres,
Dezafi [2], Mitr [2], Ultravocal [2], and the added representations of cannibals in Les
Metamorphoses, is by making them more hyperbolic. This process of
hyperbolization also figures particularly prominently throughout many other
additions of Les Metamorphoses, which refer self-reflexively to revolutionary
energy, and which seek to increase dramatically the degree of energy conveyed by
the text through a variety of techniques which I analyze in this section. Encapsulated
by these additions is one of the main constants of Franketienne's symbolic universe,
to which I have already drawn attention several times, namely that images of
petrifying stasis and stickiness are overwhelmingly negative, while a multitude of
images to do with perpetual movement and openness are set up to counter immobility
positively. As I argued in the previous section, Franketienne recapitulates his notion
of the Spiral by giving even greater prominence than before to constant mobility and
openness. Focusing in this section on Franketienne's subsequent notion ecriture
quantique, 1 demonstrate that it is related to the all-important Spiral, and that it also
sums up the explosive energy of this Spiral movement.
Franketienne's conception ofecriture quantique is yet another way in which he seeks
to make his own work in particular, and Haitian literature in general, as modern as
58 See my working definition ofecriture quantique on pp. 24—25.
59
On the notion of linguistic energy in Franketienne, see Lucas, 'L'Energie linguistiquc dans Foeuvre
de Franketienne'; Lucas, 'Franketienne, l'ecriture de la possession, pp. 45-52, and Bernard. Reve et
litterature romanesque en Haiti, pp. 205-6, 248-49
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possible by emulating the high degrees of openness and ambiguity ofmodern 'open'
works, many of which, as Eco notes, ally themselves openly and self-consciously
with trends ofmodern physics.60 For example, Eco describes Ulysses as 'a bit like an
enormous treatise on quantum physics.'61 With ecriture quantique, Franketienne
strives to apply to his own language the explosive vigour, dynamism of structure, and
unexpected merging of words, which are also some of the ways in which the
relationship between modern scientific methodologies and Joyce's poetics is most
manifest.
Ecriture quantique's development of and intersection with the Spiral has already
been approached in chapter two, where I considered this notion in the context of
other contemporary Caribbean writers who similarly make science converge with
their poetics at around the same time as Franketienne is elaborating his notion of
ecriture quantique. Most notably, Edouard Glissant, Antonio Beni'tez-Rojo and
Patrick Chamoiseau draw heavily on the fractal swirls and entropic energy of Chaos
theory. Inspired by the way in which new scientific perspectives have shaken up
causality-driven ways of thinking about the world, they have, like Franketienne,
rejected linearity as a way of representing reality. Franketienne, Glissant and
Chamoiseau have also all described themselves as deploying an aesthetic of Chaos
resembling the way in which 'la science du Chaos renonce a la puissante emprise
lineaire', as Glissant puts it.62
It is particularly in this marked refusal of linearity that the work of these other
Caribbean writers offers some further interesting pointers to how, in Franketienne,
ecriture quantique builds on his earlier ideas to do with the Spiral. Just as there is a
striking analogy between those aspects of Joyce's literary texts which most resemble
60
See Eco, The Open Work, p. 22
61
Eco, The Middle Ages of James Joyce: The Aesthetics of Chaosmos, trans, by Ellen Esrock
(London: Hutchinson Radius, 1989), p. 55. Eco, The Open Work, p. 14.
62
Quoted in Dash, Edouard Glissant, p. 177.
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tendencies in modern science — swirling representations of Chaos and multiplicity,
as well as unusual paronomasia— and Vico's spirals of alternating corsi and ricorsi
in Scienza Nuova from which Joyce draws selectively, so too does the
unpredictability acknowledged by new scientific perspectives manifest itself most
blatantly in the Chaos-inspired spiralling visions which characterize texts like Tout-
Monde, Poetique de la Relation, Traite du Tout-Monde and Biblique des derniers
gestes, all of which were written at about the same time as Franketienne's 1993 text
L 'Oiseau schizophone where he first makes reference to ecriture quantique.63
Glissant's move towards an aesthetic of Chaos leads him to take some of his earlier
concepts to a new level, which is also how Franketienne's ecriture quantique
develops his notion of the Spiral. Glissant's recent concept of Chaos-monde is based
on the erratic behaviour of deterministic systems, analyzed in Chaos theory. In his
elaboration of ecriture quantique, Franketienne shares the main thrust of Glissant's
Chaos-monde, which is also that of Bem'tez-Rojo's borrowings from Chaos science,
namely the particular emphasis on unpredictability, uncertainty, paradox, poetic
energy and interactions of relations.64 Above all, by developing the earlier notion of
the Spiral through ecriture quantique in a way which resembles Glissant's
association of the already inherently mobile and open concept of Relation (a type of
open-ended, non-reductive and non-hierarchical interrelatedness between cultures)
with Chaos-monde, Franketienne, like Glissant, places even more of a stress on
dynamism, movement and poetic force than before.
63
Eco, The Middle Ages ofJames Joyce, p. 55. Spirals are also frequently recurring images in Aime
Cesaire's Cahier d'un retour aupays natal. As Jean Khalfa and Jerome Game have argued, the Spiral
is linked in this case to the energy of the volcano, another recurring image in Cesaire. This is echoed
in Franketienne's focus in Les Metamorphoses on the explosive energy of dynamic Spiralic
movement. Khalfa and Game also note that 'this spiral motion', which is so prevalent in Cesaire's
Cahier, 'mirrors the structure of the text itself. Jean Khalfa and Jerome Game, 'Pustules, Spirals,
Volcanoes: Images and Moods in Cesaire's Cahier d'un retour au pays nataT, Wasafiri, 31 (2000),
43-51 (p. 44).
64 See the Chaos-inspired passages of Glissant, Poetique de ta Relation and Traite du Tout-Monde
(Paris: Gallimard, 1997). See in particular Edouard Glissant, Introduction a une poetique du divers
(Paris: Gallimard, 1996), where the word 'imprevisible' features particularly prominently.
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Although Franketienne is well acquainted with Glissant and his work, he never cites
Glissant explicitly as an influence on the notions of the Spiral and ecriture quantique
in the manner of, say, Chamoiseau's many explicit adaptations for his own use of
Glissant's terminology. Rather these are parallel ideas, echo-mondes to use
Glissant's expression, which reflect a Zeitgeist in the Caribbean and beyond of
incorporating into literature new perspectives to do with openness and mobility from
modern science.65 There are also certain distinctions between these ideas and those
of Franketienne. Franketienne's formation was in physics and mathematics as well
as literature. For many years, he taught physics and mathematics at his school in
Port-au-Prince, and tried to keep abreast of new developments in those disciplines.
Glissant, on the other hand, stresses that it is not his intention to 'faire de la science',
that his reading of Chaos science is based on 'vulgarisation', and that he seeks only
to 'paraphilosophiser autour de la science du chaos'. Although Glissant also speaks
in terms of 'la force poetique', Chaos is applied in his work and in that of Benftez-
Rojo mainly to the plural relations between identities and cultures, whereas ideas
from new scientific perspectives are most manifest in Franketienne's texts in the
form of linguistic energy. This section now seeks to examine how Les
Metamorphoses draws attention to this explosive linguistic energy throughout the
additions of the hypertext.
Franketienne refers several times in Les Metamorphoses to rewriting along the fault-
lines of the hypotext, shifting its tectonic plates, and joining the interstices of
L 'Oiseau schizophone through the use of hyperbolic addition. Linguistic explosions
are constantly evoked through added references to energy, fire, light and heat:
[...] des parentheses en flammes et des guillemets sanglants (Mets 5, p. 73)
[...] les syllabes s'enflamment de voyelles expansives (Mets 5, p. 75)
[...] I'ecriture s'enflamme aux cris de mes entrailles (Mets 6, p. 9)
65 See Edouard Glissant, Poetique de la Relation, pp. 107-8.
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Les pages du livre s'enflamment (Mets 7, p. 43)
[...] l'incendie de l'oeuvre (Mets 7, p. 178)
[...] l'explosion de la derision acide (Mets 8, p. 18)
Many of the above quotations refer to writing which is on fire, and this sums up the
degree of added hyperbole throughout Les Metamorphoses. The eight volumes of
hypertext elaborate on L'Oiseau schizophone in an extremely climactic way.
Reflexive verbs like 's'intensifier', 's'allumer', 's'amplifier', 's'embraser' and
's'animer' abound in the eight volumes of Les Metamorphoses, as do added
superlative forms, qualifying adjectives and exclamation marks.
This process of hyperbolization at work throughout the hypertext, combined with the
multitude of added references to linguistic explosiveness, illustrate more
conspicuously what Franketienne means by ecriture quantique. Such additions make
it even clearer that his writing seeks to emulate the profound paradoxes,
inconsistencies, and surprising results, which characterize Quantum theory at every
level; and that he treats words as 'quanta', constantly moving particles, which
interact forcefully to create bursts of energy. Ecriture quantique's distinctive
qualities are also relevant to Franketienne's practice of rewriting: through the many
additions which supplement the original text carried over from the hypotext,
arranging it in a different way to form new nexuses where the words interact
quantically with new explosive linguistic force.
Recognizing the paramount importance of this linguistic energy in Franketienne,
Rafael Lucas argues that the idea of energy is already conveyed by the very titles
alone of Franketienne's texts. According to Lucas, energy tends to be expressed in
Franketienne in terms either of spatial mobility, or of music and voice, or in a
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mixture of the two in titles where both movement and music converge.66 While the
subversive spatial mobility conveyed by the hypotext's visual dimension is greatly
diminished in the hypertext, 1 would argue that the musical tendency of
Franketienne's linguistic energy is given far greater prominence in what is added in
Les Metamorphoses. L 'Oiseau schizophone is a title which already evokes sound
energy, but an emphasis on musical energy is apparent from the subtitle of each of
the eight volumes of the hypertext, which designates them 'mouvements des
metamorphoses de 1'oiseau schizophone', presenting them as spatially mobile, but
also as eight sections in an extended musical composition.
This accentuation of musical energy is one way in which the notion of ecriture
quantique is brought more hyperbolically to the fore in the hypertext. The
homophonic connection between quantique and cantique has already been noted by
Philippe Bernard with reference to Franketienne's notion of Quantum Writing in
L 'Oiseau schizophone,67 Music and sound are referred to constantly in what is
added:
Et je fonctionne, attentif a ma musique, percevant l'evidence d'une rumeur
interieure (Mets 1, p. 80)
Syncope. Rhapsodie. Sonorites intarissables (Mets 1, p. 84)
Acoustique de la mort et un rapdjazz d'apocalyse (Mets 2, p. 177)
Des dissonances verbales pour un sens inedit (Mets 3, p. 62)
Musique tremiere qui bouge toujours ailleurs (Mets 3, p. 159)
[...] vomir le vibrato (Mets 4, p. 61)
66
Lucas, 'L'Energie linguistique dans I'oeuvre de Franketienne' (para. 1 of 31).
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Bernard, Reve et litterature romanesque en Haiti, p. 249. Bernard is the only critic thus far to deal
with Franketienne's notion of ecriture quantique. Lucas's article on linguistic energy in Franketienne
never mentions ecriture quantique per se, although all of the manifestations of linguistic energy he
identifies are pertinent to this notion. He does, however, briefly mention the influence of Quantum
physics on Franketienne's thought. See Lucas, 'L'Energie linguistique dans I'oeuvre de Franketienne'
(para. 8 of 31).
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[...] jazz improvise (Mets 6, p. 79)
Les brulures musicales (Mets 7, p. 94)
la musique baroque des mots qui s'entrechoquent (Mets 8, p. 136)
The amplification of the sonorous dimension is made most pronounced in the sound-
play which pervades the hypertextual additions.
Sonority is made particularly imposing through the echoes created by Franketienne's
very frequent addition of pairs of paronymous words, a technique whereby one of the
adjacent words is incorporated into the other, longer one which often has a
completely different meaning, for example: 'Vulsions et convulsions' (Mets 1, p.
115), 'Torsions et distorsions' (Mets 1, p. 130), 'Pure stance et resistance' (Mets 2, p.
23), 'Paraitre et disparaitre' (Mets 2, p. 82), 'De gogue en demagogue' (Mets 3, p.
130), 'Armure cambrure' (Mets 3, p. 142), 'Cheval ou chevalet' (Mets 3, p. 181),
'Contrat contradictoire' (Mets 4, p. 6), 'Pressions et repressions' (Mets 4, p. 22),
'Traction et distraction' (Mets 5, p. 122), 'Voyance et louvoyance' (Mets 5, p. 150),
'Parents entre parentheses' (Mets 6, p. 65), 'Traquer et detraquer' (Mets 6, p. 159),
'Torsions et contorsions' (Mets 6, p. 187), 'balcon et bal des cons' (Mets 6, p. 221).
Once again, we clearly see the importance of doubles, which has been noted in
connection to Franketienne's 'marasa-texts' (Dezafi [1] - Les Affres-Dezafi [2], Mur
a crever [1] - Mur a crever [2], Ultravocal [1] - Ultravocal [2], and L'Oiseau
schizophone - Les Metamorphoses), and sets of double/triadic characters throughout
Franketienne's work.68 Through Franketienne's use of paronymous pairs, this
phenomenon of the twinned 'marasa" continually permeates the very language of the
text. The magical qualities associated with the marasa manifest themselves in the
connections between one word and the next, creating a series of incantatory,
obsessional echoes even on the most microcosmic level of the hypertextual additions,
namely between two juxtaposed words.
68
See also Bernard. Reve et litterature romanesque en Haiti, p. 268.
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On the larger scale of the paronomasia in the additions of the entire hypertext, certain
prominent paronyms, homonyms, and other frequent rhymes are repeated many
times, for example:
Ailes / -elle(s) / -ele(s)
Freles voyelles de mes ailes (Mets 2, p. 7)
Rondelles chronologiques. Ronds d'ailes de sots y sont democratiques (Mets
3, p. 7)
Un fracas de rire frele et d'ailes sinistres (Mets 3, p. 22)
Des formes femelles et des ailes d'hirondelles (Mets 3, p. 100)
D'un mot d'elle en m'o d'ailes vers un modele imaginaire (Mets 4, p. 52)
Mots d'ailes vertigineuses en mes modeles frivoles pulsionnant mes amours et
propulsant mes vols hors des poubelles de la nuit (Mets 6, p. 159)
Des ailes femelles dans la poubelle maudite (Mets 6, p. 219)
Ailes et mamelles pissant le lait des paradoxes (Mets 8, p. 103)
Ombre
Un reve d'ombre au nombril du voyageur perdu. Corps sans nombre et sans
nom (Mets 3, p. 25)
Une ombre fuit a ciel ouvert entre nombre et penombre (Mets 3, p. 71)
Tater et soupeser le nombre de mon nom, l'ombre inverse encombree de croix
d'ailes (Mets 5, p. 209)
L'apoplexie des ombres sous de sombres etiquettes (Mets 6, p. 207)
lie nombril de vibrance. Je suis nombre et presence (Mets 8, p. 66)
Au nombre de mon nom, je nombrilise mon nom et focalise mon ame sur le feu
de desir (Mets 8, p. 104)
Cul
[...] la succulence des culs murs (Mets 3, p. 144)
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Au recul de la queue fascinee par le cul {Mets 3, p. 189)
Le cul et le recul (Mets 6, p. 65)
Le cul occulte (Mets 6, p. 150)
Le cul occulte (Mets 7, p. 66)
Cog / coc(o)- /co- /-co
Du coq a la coquille au coeur d'un jeu de quilles en pleine coqueluche sonore,
l'oeuf d'or explose soudain aux echos d'un fiasco plein de cocoricos {Mets 1,
p. 95)
[...] les coqs tuent les poules de leurs cocoricos tranchants {Mets 3, p. 23)
Repercussions bouffonnes dans le cocorico chuintant du coq sans bee {Mets 6,
p. 33)
La cocaine du coq {Mets 6, p. 207)
Vicefs) / vie- / vis-
Vice d'heures analphabetes au visqueux des visceres {Mets 1, p. 112)
Vicissitudes et vices {Mets 5, p. 158)
Encore vicissitudes et vices {Mets 5, p. 167)
Vices et vicissitudes {Mets 6, p. 132)
A process of accumulation, which clearly emerges in these examples, has been
identified by many critics of Franketienne as a striking characteristic of his
overabundant and pleonastic style in general. For example, Lucas notes the
importance of accumulation and 'l'aspect quantitatif [qui], joint a l'exploitation de la
sonorite des mots, sert une strategic d'ecriture ou [...] I'economie de I'abondance
(lexicale et semantique) [...] est deliberement preferee au canon de la concision du
style', Robert Berrouet-Oriol describes the 'surlexicalisation du tissu textuel', while
for Hedi Bouraoui, Franketienne's overabundant style reflects his desire to 'saturer
pour raturer'.69
69
Lucas, 'L'Energie linguistique dans l'oeuvre de Franketienne' (para. 2 of 31). Robert Berrouct-
Oriol, 'Franketienne aux parapets de la folie et du lyrisme baroque', Derives 53-54 (1987), 15-33 (p.
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This hyperbolization through insistent accumulation is also particularly clear in the
many added anaphoric sequences:
Se battre avec la poussiere. Se battre avec le vent venu des montagnes,
harnuflees et chauves. [Se battre avec les tornades, les ouragans et les
cyclones]. Se battre avec la misere malengraine quotidienne des pierres, la
quincaillerie du ciel et les orgies antillaises. [Se battre contre la cavalcade des
avalasses aveugles. Se battre contre la peur. Se battre contre la mort.] (Mets 1,
p. 118)
Ville chaotique. Ville incurable inexpugnable. Ville catastrophe intoxiquee
d'ordures. Ville imprenablement agressive. Ville d'ombres fauves a odeurs
d'ambres et de fer. Ville d'avalasses et catchapicas. Ville de corridors
enroules en soixante-dix-sept vrilles de vertiges. Ville cannibale. Ville
sanglante et rapace. Ville bidonville a nos entrailles fragiles. Ville douleur
meurtrieres. (Mets 2, p. 163)
La ville mangeuse d'espoirs. La ville broyeuse de vies. La ville buveuse de
fiel. (Mets 6, p. 20)
In Les Metamorphoses, Franketienne either adds to anaphoric sequences from the
hypotext, as is the case in the first example above where hypertextual additions are
marked in red, or he creates completely new strings of anaphora, as is the case in the
second and third quotations. All three examples are written in short incisive
sentences which draw attention to the words repeated at the beginning of all of them.
Energy is evoked through the accumulation of the verb 'se battre' because this
repetition amplifies the need to fight against the evil forces enumerated in the rest of
the sentences. In the last two examples, on the other hand, it is the lack of any verb
which is particularly conspicuous. This absence of verbs is precisely what
contributes to the linguistic energy in these cases, because it creates an incisive,
lapidary effect.70
24); Fledi Bouraoui, 'L'oeuvre romanesque de Franketienne de Franketienne', Derives, 53-54 (1987),
89-96, (p. 91).
70 This is a tendency Lucas notes with reference to Voix Marassas, Franketienne's next text after Les
Metamorphoses, and he also quite rightly observes that: Temploi du point final ponctuant des phrases
sans verbe conjugue [...] renforce I'idee d'inventaire negatif. L'absence de verbc conjugue accentue
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Hyperbolization therefore takes place in Les Metamorphoses through Franketienne's
deployment of a variety of techniques of accumulation. Quantitatively, these musical
'cantique' echoes formed by recurring rhymes, repeated words and anaphora bring
what is repeated to a forceful, climactic level, demonstrating Franketienne's notion
of 'ecriture quantique'. Repetition is a fundamental transgression in itself, a point
Gilles Deleuze makes in Difference et Repetition.7I Repetition is not 'normal'
because it defies the convention of avoiding repetition when writing.72 In this
section, 1 have examined how Franketienne hyperbolizes linguistic subversiveness
through forceful repetition, but subversiveness through accumulation also emerges
strongly from many of the other additions I have analyzed in this chapter,
particularly those to do with cannibalization, which repeatedly draw attention to
cannibalism, sexual imagery and material bodies. To an extent, recurring sounds and
themes in the additions enable Franketienne to replace the spatial mobility of the
visual images, headlines, and typographical play with the subversive and sonorous
linguistic energy of accumulation.
To conclude this section and this chapter, I want to consider how these recurring
refrains and anaphora among the additions offer an interesting perspective on
Franketienne's notion of the Spiral and the ways in which the Spiral intersects with
his practice of rewriting his own texts.
Through the series of echoes and refrains which I have identified in this section,
Franketienne makes it more conspicuous for the reader that repetition structures his
work. But variation is also an intrinsic part of this repetition, as is apparent from the
examples of Franketienne's sound- and word-play I have cited here. An examination
I'effet d'accumulations dc situations figees.' Lucas, 'L'Energie linguistique dans 1'ocuvre de
Franketienne' (para. 16 of 31). Franketienne, Voix Marassas (Port-au-Prince: Spirale, 1998).
71 Gilles Deleuze, Difference et Repetition (Paris: Presses universitaires de France, 1976), p. 12.
72 This is a point Gignoux makes. See La Recriture, p. 53.
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of the most frequently recurring paronyms, homonyms and other rhymes in Les
Metamorphoses reveals that there is only one instance of exact repetition among
these additions: 'le cul occulte'. Even this exact repetition entails a difference as a
result of its repetition alone. Gignoux's observation that even an exact repetition is
different from its first occurrence offers a useful perspective on the effect of
repetition in Franketienne:
L'exactitude de la reprise apporte une insistance plus marquee, plus perceptible
a reception, sur le pur materiau: le lecteur ne peut ne pas percevoir le refrain
[...]. 11 est force d'y voir une insistance sur la repetition et un signifie autre que
le simple signifie que ces mots auraient s'ils n'etaient pas repetes.73
Through the accumulation of repetitions running throughout Les Metamorphoses,
what is repeated takes on a new, stronger significance, and the reader's attention is
drawn to its reappearance at a later point in the hypertext. This duality of
repetition/variation is even more manifest in the other examples where certain key
words and rhymes recur but in different orders and with modifications. In such
cases, the effect on reception is even more marked: the reader, accustomed to the
elements which recur with each repetition, is also sensitized to what is modified
because the repetitions throw all the variations into sharp relief. Added anaphoric
sequences display this duality of repetition/variation particularly intensely because in
one small section of the text they repeat the same word many times in the same
position in adjacent sentences, but this repetition is made within a succession of
different sentences formed with different words. As the last two examples of
anaphora cited on p. 283 demonstrate, there is also repetition and variation between
different anaphoric sequences added at different points in the hypertext. In these
examples, the anaphoric repetition of 'La ville' recalls that of 'Ville' in the earlier
sequence but simultaneously distinguishes itself through the addition of the definite
article. It is through such differences that Franketienne prevents any of his
73 Ibid., p. 61.
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repetitions from resembling the circle he so abhors. Instead, on every level, from
echoes set up by pairs of adjacent words to refrains which recur with modifications
throughout the eight volumes of the hypertext, the language and structure of the
additions start to resemble the Spiral which, with its constantly winding motion, is a
repetition which moves.
These recurring and ever-changing refrains reflect in microcosm the formation of Les
Metamorphoses in particular, and Franketienne's practice of rewriting his own texts
in general, whereby he modifies what he has previously written by reworking and
adding to what is already there, thus forming something new from something old. It
is Spiralic repetition with progression which is also emulated by Franketienne's
practice of rewriting as a whole. By rewriting his texts, Franketienne prevents any
one version of them from becoming the definitive one, and instead pursues the aim of
keeping his texts in a perpetually open and mobile state of being written so that they
continue to emulate the eternal motion of the Spiral.
Accumulation of repetitions with variations shapes every level of Franketienne's
rewriting, and this is epitomized in the extensive additions of Les Metamorphoses,
his most major rewriting. In this section, I have examined how the accumulation of
added 'cantique' refrains and repetitions serves to make the hypertext more
hyperbolic. It is also, I have argued, by means of accumulation of repetitions with
variations that the all-important Spiral's winding movement with progression
manifests itself at every level of Franketienne's rewriting, from the relationship
between pairs of added words to that between any of his hypo- and hypertexts.
When all the abundant additions of Les Metamorphoses are considered collectively,
accumulation is revealed as the principle underlying all of these additions. It is
precisely because of insistent accumulation in the additions of references to eating
the book, sexual intercourse with the book, the Spiral, energy, and music that
cannibalization, clarification recapitulation and hyperbolization emerge so strongly
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as processes involved in the rewriting of L'Oiseau schizophone to form Les
Metamorphoses.
Thus, the accumulation demonstrated in this chapter, combined with the
accumulation of additions depicting the stock colonial and post-colonial characters as
cannibals, analyzed in the last chapter, fulfils both an aesthetic and a thematic
function. Thematically, it creates a crescendo effect by allowing him to emphasize
themes which become more prominent in his rewriting, such as cannibalism.
Aesthetically, such an approach allows him to explore further the notions of the
Spiral and ecriture quantique. While accumulation is present in the other rewritten
texts, it is only in Les Metamorphoses that it becomes much more explicit through
the accumulation of many more additions than in more minor rewritings, such as
Dezafi [1] - Les Affres - Dezafi [2]; Mur a crever [1] - Mur a crever [2]; and
Ultravocal [1] - Ultravocal [2],
The overall effect of this accumulation, then, is the creation of a new and different
work through the processes of cannibalization, clarification, recapitulation and
hyperbolization outlined above. Franketienne eats his words by ingesting,
incorporating new elements, and regurgitating his existing works, and it is through
the principle of accumulation described here that this regurgitation enables him to
create something new in Les Metamorphoses. The metaphor of cannibalization is
particularly apt for describing the transformations involved in the rewriting of
L 'Oiseau schizophone in Les Metamorphoses', not only are references to
cannibalization the most frequently recurring additions in the hypertext, but this
process of ingesting, adding to, and regurgitating his own words provides an example
of his aesthetic cannibalization at work.
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Conclusion
From the outset of this thesis, I have sought to distinguish the inherent character and
functions of Franketienne's practice of rewriting his own texts, which has been
almost completely overlooked by Franketienne scholarship up to now. My close
study of his rewriting has aimed, in particular, to situate the main tendencies of this
practice within the context of his oeuvre as a whole. By examining the changes
made in each rewriting, the thesis has demonstrated that Franketienne rewrites
mainly by accretion, integrating additions of various lengths throughout his texts,
which are swelled considerably in each case. Additions made throughout Les Ajfres,
Dezafi [2], Mur [2], Ultravocal [2] and Les Metamorphoses highlight the main
creative processes at work in Franketienne's rewriting, by referring self-reflexively
to them. Variously, rewriting is presented as a combination of deciphering the
hypotext through the addition of new words, hyperbolizing in a Guede-like manner,
and, most pervasively, eating the text. It is the identification of these processes
which has enabled me to conclude that rewriting plays both an aesthetic and a
thematic role in Franketienne's work. Aesthetically, all four processes enable him to
enact in his rewriting the principal dynamics of his Spiralist literary aesthetic.
Thematically, the same aesthetic rewriting processes allow him to amplify several
important themes, such as zombification, deciphering, and cannibalism.
Already in Franketienne's first rewriting, Les Ajfres d'un defi from 1979, many of
the main principles underpinning his later rewritings can be detected. In Les Ajfres,
it is the thematic dimension of his rewritings which is most obvious; he has shifted
the emphasis of the principal zombie theme from Dezafi [1] to focus on the following
new dimensions of that theme — consciousness, strategy, and collective action. In
Dezafi [2], I have found that thematic amplification is also a dominant tendency with
greater prominence given to the same aspects of the zombie theme as in Les Affres.
But, I also detected the introduction of new emphases, most notably, the need for the
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decisive action to be coordinated by a leader. As Franketienne's last rewriting,
Dezafi [2] also indicates many of the ways in which his practice has been elaborated
in the intervening period since his first rewriting in 1979. Dezafi [2] is, 1 have
shown, imbued with many of the principal thematic and aesthetic features of his later
rewritings from the period of the 1990s onwards. Its additions recall the thematic
focus of Franketienne's most major rewriting Les Metamorphoses on cannibalism
and carnival. Several of the aesthetic techniques through which the hyperbolizing
effects of accumulation are most visibly enacted in Les Metamorphoses in particular
have also been uncovered as recurring in the additions of Dezafi [2], especially
anaphoric sequences and other paronomasia. Beginning my study with an analysis of
Dezafi [1] - Les Affres - Dezafi [2] has thus enabled me to look simultaneously both
backwards and forwards across Franketienne's entire practice of rewriting. From
this perspective, 1 have demonstrated that, while Franketienne has always rewritten
by changing the thematics of his hypotexts since Les Affres, it is in his subsequent
rewritings that the aesthetic function of this practice becomes most apparent.
Nowhere are the developments in Franketienne's aesthetic ideas over the course of
his writing career more marked than in his 1995 rewritings of his very first literary
texts, Mur a crever and Ultravocal. In the 1968 and 1972 editions of these texts, he
laid out the principles of his Spiralist literary aesthetic for the first time. By
comparing both versions ofMur a crever in particular, I have shown that these initial
Spiralist ideas are amplified considerably to reflect his later notion of ecriture
quantique, which encapsulates the explosive energy and dynamic movement of the
Spiral form. Franketienne thus brings his original conceptualization of the Spiral up
to date to be more in line with his latest thinking on ecriture quantique, but he also
renews the political themes of both his first texts. Most notably, I have revealed that
he adds clearer references to Duvalier and the Tontons Macoutes from a post-
Duvalier standpoint, but he also updates Mur [2] and Ultravocal [2] by evoking
recent political events in Haiti, including the recent American military intervention.
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But this aesthetic and thematic renewal is most evident in Mur [2] and Ultravocal
[2]'s new stronger and clearer emphasis on the themes of deciphering and energy.
From my analysis of the additions ofMur [2] and Ultravocal [2], it has emerged that
energy/hyperbolization and deciphering are also the principal aesthetic processes
governing Franketienne's rewriting. It is, I have argued, as if Franketienne has
rewritten Mur a crever and Ultravocal by following the directions for creative
writing which are laid out in those texts. Taken together, the new additions work to
decipher and hyperbolize the hypotexts.
Both the thematic and aesthetic functions of Franketienne's rewriting are pushed to
their furthest point in his most major rewriting to date, Les Metamorphoses de
I'oiseau schizophone. In thematic terms, Les Metamorphoses picks up on some very
brief added references to cannibals from his earlier rewritings Mur [2] and
Ultravocal [2], and develops them with greater complexity as the principal trope
running throughout the additions. From the multitude of additions to do with
cannibalism I have analyzed, it has become clear that Franketienne reverses the
stereotypical matrix Haitian = cannibal. Instead, he portrays stock colonial rulers
and American occupying and intervention forces as the ones who are the real
cannibals. Repeatedly, their exploitation of Haiti's land and its resources is
portrayed as 'eating' Haiti, and as tantamount to acts of cannibalism. Through this
vast accumulation of representations of stock colonial and post-1804 Haitian-born
rulers as cannibals, I have identified that Franketienne insists upon 'timeless'
parallels between different periods of Haitian history. He also brings the hypotext up
to date by adding many references to international sanctions and the 1994 American
intervention in Haiti, which take place as he is rewriting L'Oiseau schizophone,
portraying them as the latest incarnations of the flesh-eating corrupt rule of the
repeating colonial Plantation. With his representations of Haitian post-colonial rulers
as cannibals, I have observed the embeddedness of Franketienne's complex cannibal
thematics in popular culture and rumours in Haiti. My focus was to demonstrate
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Franketienne's profound engagement with specific associations between cannibalism
and the power networks of secret societies in Haiti. Thematic hyperbolization is, I
have argued, carried much further than in Franketienne's other rewritings by all of
these added representations of foreign- and Haitian-born cannibals. Drawing on all
parts of Les Metamorphoses, I have shown that Franketienne uses the cannibal
stereotype satirically to amplify the iniquity of those in power. In particular, he
creates a carnivalesque mood in the additions, which is exuberantly tongue-in-cheek,
by turning his cannibal characters inside-out and upside-down, debunking them
through scatological focus on their lower bodily strata, and on the excretions which
emanate from them.
If all of Franketienne's rewritings display an aesthetic process of hyperbolization,
along with deciphering in Ultravocal, it is really only in Les Metamorphoses that he
fully develops a range of processes of rewriting. In addition to enlarging the scope
of the hyperbolization and deciphering/clarification in his other rewritings to a far
greater degree, Les Metamorphoses also exemplifies two further processes —
cannibalization and recapitulation. 1 have conceived of the process of
cannibalization because of the sheer number of added images of eating and digesting
the flesh of the text, and bringing it back up again. Such additions are by far the
most frequently recurring, and through them this cannibalization of the text has
emerged as the key aesthetic framework within which Franketienne rewrites. The
process of recapitulation has also surfaced through a large number of additions from
throughout the whole hypertext to do with the aesthetic significance of the Spiral
figure. In particular, I have demonstrated that these added recapitulations stress most
affirmatively the Spiral's open and constantly mobile form. All four of the aesthetic
processes I have detected — cannibalization, clarification, recapitulation, and
hyperbolization — combine in Les Metamorphoses to introduce new movement to
the work; to show how it can be reconfigured, extended, and amplified; and to keep
the work in a state of Spiral-like perpetual transformation with the kaleidoscopic and
291
provisional character of a work-in-progress. By reflecting on and enacting perpetual
movement, these processes reveal Franketienne's predilection for the process of
writing over what is written; for production over the finished product; and for the
dynamic over the static. From this added dynamic and transformational perspective
of the aesthetic processes which constitute Les Metamorphoses, 1 have concluded
that Franketienne moves clearly towards a Spiral-like aesthetic of rewriting.
Following the aesthetic emphasis of this, Franketienne's most important rewriting, I
have come to understand that when Franketienne rewrites, he seeks to infuse his
works with the dynamic of the Spiral's perpetual movement and openness. By
rewriting his texts, he prevents any one version of them from becoming the definitive
one, and instead pursues the aim of keeping his texts in the open and mobile state of
being written, so that they continue to emulate the perpetual motion of the Spiral.
Thus, it is in Les Metamorphoses that this Spiral-like aesthetic of rewriting can be
seen most clearly. It overlaps entirely with the Spiralist literary aesthetic which has
characterized all of Franketienne's writing since the 1960s, and it brings sharply into
focus the continuous dynamic transformation and infinite possibilities which
configure Franketienne's entire oeuvre aesthetically as a Spiral.
Until now, Franketienne's rewriting has not been dealt with significantly by other
scholars. By focusing on rewriting in the present study, I have shown that this issue
is absolutely essential for any understanding of Franketienne's work because it offers
a fascinating insight into how he has evolved as a writer. Most critics consider that
Franketienne's ideas have remained largely the same, but a close examination of his
rewritings, and of his little studied L'Oiseau schizophone and its Metamorphoses in
particular, has revealed that the key aesthetic notions guiding his work have been
developed in a marked way, as he has moved towards an aesthetic of Spiral-like
rewriting. My thesis complements the main critical studies on Franketienne to date
by demonstrating that the aspects of his work about which most has been written —
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zombification, deciphering, degradation, linguistic energy, and the Spiral — are
precisely the thematic and aesthetic dimensions which have been magnified to the
greatest extent in his rewriting. It has also been seen that the tendency among
Franketienne scholars to lump all the editions of a text together has led to certain
inaccuracies, especially to the incorrect attribution of certain politically loaded
statements to the period of the Duvalierian dictatorship. To rectify this, 1 have dated
these political additions more accurately to the correct editions of the texts. Overall,
this study contributes to current Franketienne scholarship through its demonstration
that the different versions of his texts constitute genuine stages of his literary creation
which deserve, and indeed demand, to be studied in their own right.
Now that the importance of Franketienne's practice of rewriting his own texts and his
evolution towards an aesthetic of rewriting has been recognized, several possible
directions for future research present themselves. In the context of studies focusing
specifically on Franketienne, it would be very useful to reconsider the rewritings of
the literary texts in the light of his comparable reworking of his plays and visual art.
A second project would be to examine to what extent the findings of this thesis could
be extrapolated to aesthetic and thematic tendencies in Franketienne's work since my
cut-off point of 2002 — the year in which the current project began. It will be
fascinating to see whether the conclusions drawn from my study of Franketienne's
rewriting from Les Affres in 1979 until Dezafi in 2002 will continue to be borne out
by the future direction of this practice. Recently, Franketienne has rewritten
Adjanoumelezo from 1987 and Fleurs d'insomnie from 1986.1 He has also indicated
that he intends to rewrite his very first poems from the early- to mid-1960s.2 This
will allow his forty years of literary production to come full Spiral, and it will be
' Franketienne, Adjanoumelezo, 1st ed. (Port-au-Prince: Spirale, 1987); 2nd ed. [revised] (Port-au-
Prince: Spirale, 2005). Franketienne, Fleurs d'insomnie, 1st ed. (Port-au-Prince: Deschamps, 1986);
2nd ed. [revised] (Port-au-Prince: Spirale, 2006).
2
Douglas, Unpublished Interview with Franketienne.
293
fascinating to see how these future transformations reflect the thematic, and
particularly the aesthetic, evolution of his work in recent times.
In this thesis, I have chosen to focus specifically on Franketienne in order to fill
certain lacunae in Franketienne scholarship, and to offer new directions for the study
of his work. Now a wider, more comparative study is called for, which could
develop the arguments I make here in several ways. One possible line of future
research would be to further develop my notion of literary and postcolonial twists,
which I have applied here to the most literary aspects of Franketienne's work, into a
more theoretical piece with a broader focus. Such a project would complement the
theoretical work which has already been done at the more literary end of postcolonial
studies by Nicholas Harrison in particular.3
Another more wide-ranging inquiry following on from this project would be to carry
out a more sustained comparison of rewriting in a Caribbean context. As my brief
survey of other Caribbean rewriting indicated in the introduction to this thesis, little
has been written on this subject of autographic rewriting, despite its prevalence in
Caribbean literature. Although each case of this type of rewriting differs, often
considerably, from the others, common dynamics could also be found. From my
own initial overview of these other Caribbean rewritings which form the context of
the present thesis, 1 would suggest that one possible link could be that at least several
of these Caribbean texts are rendered more overtly political in the rewriting process.
This is perhaps most clearly the case in the rewriting of C.L.R. James, Aime Cesaire,
and Kamau Brathwaite, who all deal more explicitly in later versions of their work
with colonialism, slavery, and their legacies in post-colonial or neo-colonial
situations in the Caribbean. Useful comparisons could then be drawn between the
increasingly postcolonial approaches of these writers, and the thematic amplification
created in Franketienne's rewriting of repetitions of the same type of corrupt colonial
3 For Harrison's explanation of'literarity', see Harrison, Postcolonial Criticism, pp. 38-50.
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rule. As seen in chapter three, this new emphasis is represented more distinctly in
Les Metamorphoses as having haunted post-colonial Haiti from 1804 to the present.
In this postcolonial frame of reference, the additions of Les Affres with their greater
focus on universal slavery and exploitation, as was seen in chapter one, could also be
considered.
Finally, there is also great scope for expanding my examinations in chapters three
and four of cannibalism as representation and as self-representation in Franketienne's
rewriting. My focus here has been largely on the ways in which Franketienne
engages with specific associations of cannibalism in Haiti. But as I noted in my
contextualization of Franketienne's use of cannibalism as a theme and as an aesthetic
process, there is a special link between cannibalism and the Caribbean and Latin
American regions as a whole. As mentioned earlier in the thesis, the word 'cannibal'
itself has Caribbean origins: the first instance of the word cannibal is found in
Columbus's diary of his first voyage. A very good future project, then, would be to
compare at greater length Franketienne's deployment of cannibalism with other
Caribbean and Latin American writers who have similarly engaged with
stereotypical colonial discourses about cannibalism by reappropriating the figure of
the cannibal, often in radical ways. Such a study could focus on the various ways in
which, from a later perspective, many Caribbean and Latin American writers have
revived, reconsidered, and developed in different directions the reappropriations of
the Caliban figure by their literary forebears of the 1960s and 70s.
Through my focus on Franketienne's cannibalizing version of rewriting, the value of
the present study has been to highlight and explore in depth one of the most complex
approaches both to rewriting, and to cannibalism as a theme and process. By virtue
of its complexity, Franketienne's practice of rewriting his own texts —
cannibalization — points to new directions for the study of rewriting and the use of
the cannibal motif in other Caribbean and Latin American writing. Regardless of the
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specificity of elements of Franketienne's rewriting, my study of his practice
nonetheless has wider implications in that it gives an insight into the evolution
through rewriting of other key guiding concepts and aesthetic practices in Caribbean
literature, which, like Franketienne's Spiral, have developed over the years. Like the
practice of rewriting, cannibalism has been revealed by this study to be particularly
multifaceted. Just as loaded in other Caribbean and Latin American writers, the
cannibal theme also often encompasses political dimensions, and insists upon
specific associations of cannibalism in these countries. Cannibalism and rewriting
have been shown here to be intricately connected in Franketienne, revealing hitherto
hidden aspects of his work. Cannibalism is presented as rewriting, but it is also the
crux of all the aesthetic, thematic, and political emphases of the rewritten texts.
Contextually specific associations of cannibalism in Haiti are central to the parallels
Franketienne draws between different periods of Haitian history, abuses of power by
Haitian political rulers, and to his aesthetic process of cannibalizing his own texts by
adding to and regurgitating them in a different form.
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Paratextual detail, Dezafi [2], p. 6
2
ZOMBI: Mort- vivant. asservi et utilise comme main-d'neuvre gratuite. C'est un
6tre apathique qui vegkte dans une zone bruineuse entre la vie et la mort. 11 se
meut, mange, entend. parle. travaille pour son maitre: maL. il n'a aucun souvenir
et il n est nullement conseient de son etat. On reconnait un zombi a son air
absent, a ses veux vitreux et a l'intonation na^ale de ?a voix. La docilite du zombi
est absolue a la condition qu'^n ne lui d^nne pa- de -el. »'il goiite d'un plat
contenantne serait-ce qu'un gram de seL le brouillard qui *nveloppesoncerveau
se dissipe d'un coup. Le brurqu- .5 -- - i-transformeaussitdten
un nouvel etre plein d'enersie e: ie •• - Re jperant son passe, gonfl£
de colore, emporte par un incoercit'ie r-- r. 1* v-r^smce. il devient ce que Ton
appelle un "bois-nouveau ".
Le processus de la zombification c^mporte tr > etapes : le) I'empoisonnement
par des drogues preparees empinquement a partir de certaines pluntes. Le coma
provoqu6 est si profond qu'il ne se differencie presque en rien de la mort
veritable. La victime passe done pour morte et elle est inhum£e dans les vingt-
quatre heures. d'autant plus que les zones rurales sont pratiquement depourvues
de medeeins equipes d'appareils qui auraient pu d^celer les faible.- manifesta¬
tions de la vie. dans'de pareils cas. 2e) La reanimation de la victime exhumee de la
tombe, quelques heures apres son inhumation. A la faveur de la nuit, le bokor
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pfenfctre dans le cimetifere; il dfcterre le corps; puis, il verse quelques gouttes d'un
liquide, dont lui seul a le secret, dans les oreilles, les narines et la bouche du sujet,
pour rfcactiver les centres vitaux qui fonctionnaient au ralenti. La victime, une
fois rfeveillfee, est giflfee, cravachfce et conduite chez son'maitre pour y subir une
exploitation k vie. 3e) Le maintien de l'6tat d'h£b6tude et d'abetissement. Le
zombi continue k vivre dans une sorte d'inconscience et d'apathie. Cette forme
d'amnfesie est entretenue par des mfethodes barbares de d6personnalisation. En
effet, le zo.mbi est une bftte de somme que son maitre exploite sans merci, le
fonjant a travailler dans ses champs, l'accablant de besogne, ne lui m6nageant pas
les coups de fouet et ne le nourrissant que d'aliments insipides. D'ailleurs, le sel
est exclu de l'alimentation du zombi. Cela nous &claire quelque peu sur le
ph&nomkne de la zombification. lorsque nous nous rappellons le rdle et
l'importance de l'osmose dans les principales functions vitales.
Glossary entry for 'zombi', Les Affres d'un deft, pp.239-40
Ddmi leve gade mache manje lanbe tate
sou fie tonbe kouri rale jounin grangou. Pale





Vant plin. Trip kdde. Souafdlo. Abiye banda.
Kouche mdksis. Leve kontan. Griyin dan.
Pronminnin toutouni. Vlope lan ranyon. Ga-
ye nan lanmou. Anfouraye nan lanmo. Kiles
pami nou k-ap viu toutbon ? Kiles ?
First passage, Dezafi [1], pp. 11-12
Dormir avec Vespoir que la lumiere drainera nos angoisses
nocturnes. Se reveiller loin des songes desentraves, le corps
enlepre de solitude. Regarder Eimmensite des deserts inarpentes.
Errer a tracers la meublerie des desirs. Remuer le ciel et la terre
jusqu'au saignement des etoiles et des pierres. S'empiffrer de
nourriture. Lecher d'appetit. Palper avec prudence. Souffler sur les
morceaux brulants. Choir/dechoir. Fuir a toutes jambes. Creverde
faim des jours entiers. Parler sans cesse. Deraisonner. Avoir la
langue engourdie ou cisaillee en mille morceaux. Etre repu. Avoir
les tripes encordees par la douleur. Eprouver une soif d'enfer. Se
purer comme un paon. Se coucher de mauvaise humeur. Se lever en
pleine euphorie. Rire a pleines dents. Marcher tout nu ou recouvert
de hai/lons. Se fourvoyer dans de folles amours. S'enliser dans la
mort. Mais qui parmi nous l it reellement ? V raiment, qui ?
First passage, Les Affres d'un defi, pp. 1 2
Demi ]eve gade rele mache manje lanbe






Vant plen. Vant vid. Trip kode. Swaf dlo.
Swaf ianmou. Anvi soley. Anvi limye. Reve
zetwal. Reve fanm siwolin. Reve boul dayinaflo
k ap woule sanrete lan m6vey boulozay. Reve
9
vwayaj lasirendyaman k ap file kannale sou
lanme jouk aziboutou. Imajinen degenn lakan-
syel jouk lotbo zilepadokay.
Abiye banda. Abiye anreleng. Kouche mok-
sis. Leve ke kontan. Griyen dan. File grandou
lan douvanjou. Frape tanbou sou konpa brenn-
zeng. Danse vantdeboutonnen.
Pwonmennen bouloze toutouni. Vlope lan
ranyon. Gaye lan lanmou tetkale bounda-ouve.
Anfouye lan madigra raboday maskawon. An-
fouraye lan deblozay lanmo. Anfoudwaye lan
kagoulaw. Kiles pami nou k ap viv toutbon ?
Kiles?
First passage, Dezafi [2], pp. 9-10

















Second passage. Dezaf, HI- PP «''82
J
La violence meiirtriere de lassassin attise notre soif de
vengeance. Nos cicatrices bourgeonnent Les dents du bourreau
mordent impun€ment la chair de nos enfants. Qui aura su compter
nos blessures a ce dangereux carrefour de d6s4quilibre oil tant
d'ihfortunes pksent sur nos 6paules ? Apr&s avoir sondi les quatre
horizons, nous sommes d£cid6s a enjamber le fosst des vieiUes
maledictions, a briser la croix du malheur. Nous avons pil6 du mat's;
iaunanquablement nous mettrons Vacassan au feu.








pa tpye nou fouye
lan chak vSvd
nou simen lan kalfou
pou lanmd

















VYANN, LI PA KONN
KONTE MAK.
Second passage, Dezafi [2], pp. 270-71
9
Lan mitan kafouyay, J^rom kouri simin pa¬
rol sel, parol rek, parol nichel, parol galata,
parol ki gin dan, parol ki gin zel :«Youn
grinn sel anba lang-nou, konsa nou fek kar<5
pdze tcte lavi. Anvan nou fouri pie lan dlo,
prije nanm-nou, ouete move ze lan tet-nou,
vie zetok anba zescl-nou. Vouayaj-la long.
Vouayaj-la ka dire plizie rekot ak anpil rale-
minnin-vini. Se pou nou dechaje kof lestomak-
nou, vomi tout flem, plin kalbas-nou dlo prop,
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dragonnin ponyit-nou pou bet malfizan pa
dichalbore zizie-nou lan granchemin. Chak
kalfou nou janbi, trase veve ak tet zotey-nou
pou deye kapab konnin sou ki pie pou yo dan-
se. Dezafi pa janm fini. Dezafi pa gin bout.
Amate fek kare souin kok. Lavi, se youn ko-
kinnchinn dezafi. Nou pa doui kite move dd-
mi brote-nou tou pre lanmb ...»
Zetoual mizado live lank. Soley pral levi.
Bouanef tanmin prbpti figi-li. Lan rout Ravi-n
Sech, youn tigason, youn tifi, min lan min,
potre de toutrel, pral binyin ansanm lan tet
sous.
Third passage, Dezafi [1], pp. 311-12
le tvran d£chu. En un rien de temps, le cadavre est brovf*.
dechiquet£. pulverise, par une population assoiffee de vengeance.
On dirait un cyclone saceageant la gallifcre. Les bancs, les chaises,
les tables, les bacs dc fritures, les cornets k d£s. les cartes k jouer, les
plats de boustifaille. les bols de pitnentade, les bouteilles de elairin.
et tous les vieux obiets de divertissement sont catapultcs par-dela le
grand cbeinin.
En pleine teinp£te, Jerome, Clodonis et A lib/* s'appliquent a
coordonner la coalition des pav.sans et des bois-nouveaux, ras-
sembles en grand noinbre dans la nuit. D'unc voix calme et virile.
Jerome leur parle, interrompu dans les premiers moments par des
chabuts. Et quand il parvient a trouver les mots-el6s pour exprimer
la verite et convaincre son auditoire, il sent alors s'infiltrer en lui
une chaleur immense, la chaleur d'une foule consciente de sa
force, la juste colore d'une communaut6 debout contre la tyrannic.
Et. tandis que souffle la brise venue de la mer, les paroles se
propagent par vagues successives dans le village argent^ de lune :
«Je ue vous parle pas pour tuer votre ardeur, ni pour'vous endormir.
Nous avons dejk trop donni: nous venons a peine de nous rfcveiller:
et la nuit s>vente au seuil d'une nouvelle saison. Je ne vous parle
pas non plus avec la pretention de pouvoir aiguiller la chevauch£e
des orages a (ravers les t£n£bres. D'avoir vfccu comrae un Uche dans
I'obscuritc et Ic silence, je suis peu digne d'annoncer k la tribu les
premieres perches de l'aube. Et je vous mets en garde contre les
agamans resquilleurs qui pourraient surgir de Fombre avec I'audace
de vouloir assumer la paternity des feux de balise. Le voyage est
long, trfcs long; il petit durer plusieurs reeoltes avec des contre¬
temps dus k la bAiiirdise des vents tournoyant au-dessus des
archipels de mort ct de folie. II nous faudra de temps en temps
vomir les glaires qui nous encombreraient les brunches, et tracer, k
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ehaque tournant de route, des vev£s dans la poussitrr du silence II
y aura toujours un d£zafi quelquc part. La vie elle-m^me est un
colossal d£zafi. Pourchasser le somineil paralvsant. la lethargic et
la mort, nous devons, en tous temps et en tous lieux, apprcudre a
vivre pour le partage du sel. Beaucoup d'autres zombis croupiHNcnt
dans la misfcre et Finconscience au fond des montagnes. a Fintf rieur
des plaines et jusque dans les villes. Ailons les reveiller par Ic sel
Pour garantir les visas de Faube, soyons d'infatigables semeurs dc
sel. Car, lk oh il v aurait un seul £tre humain enehaine. affam6.
Iiuinilie. c'est I humanite toute entifcre qui est trainee dans la
boue...»
Tout doucement, quelques £toiles musardes Invent I ancr«
Le soleil bourgeonne derri*«re le morne Lakatao. Bois-Neuf com¬
mence k se laver le visage. Sur la route de Ravine-Sfcche. deux
gosses, un gar^on et une Fille, marchant main dans la main, vont se
baigner au point de jaillissement de la source.
Third passage, Les Affres d'nn defi, pp. 226-27
11
— Yon grenn s61 anba lang nou, konsa
nou fek kare peze tete lavi. Ban mwen yon
tichans pale ak nou. Mwenmenm Jewdm,
mwen t ap viv lan ftnwa tankou yon ka-
pon, pi mal pase yon zonbi. Mwen pase
egzistans mwen ap kabicha lan yon galata
Si m deyb jodi a, se gras ak noumenm ki
pete chenn lesklavaj restav^k. Mwen
mande nou padon; anmenmtan m ap di
nou mfesi. E m ap mande nou yon chans
pou nou kite m rete bdkote nou. Mwen pa
gen otorite ni ledwa ni lalwa ni eksperyans
ni konpetans pou m ta ba nou leson. Avni
nou lan men nou; li pa lan men pfesonn. Sfel
bagay, ban m yon chans reparasyon pou m
rachte t&t mwen. Aksepte mwen bokote
nou. Batay la panko fini. Nou fek kare
goumen. Prije nanm nou. Wete moveze
lan kbsay nou. Grate vye zetok anba zesel
nou. Vwayaj la long. Vwayaj la ka dire
plizyfc rekdt ak anpil ralemennenvini rale-
mennenkase ralemennenlwen ralemele-
kwenda Se pou nou dechaje kbf
lestonmak nou. Vonmi tout flenm. Plen
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kalba.s unit din pwOp. Dragonnen ponyel
nou pou bet inn lie/.an pa dechalbore zi/.yi
nou Inn grnnchemen. Chak kalfou nou
janbe, n n (rase veve ak tfetzotdy nou pou
d£y£ kapab konnen sou ki pye pou yo
danse Dezafi pa fini. Dezafi p ap janrn
fini. Dezafi pa gen bout. Amate ftk karr
swen kok bavi, se yon kokennchenn deza
fi. Nou pa dwe kite move d6mi bwote nou
tou pre Innmd
Zetwal inizadd leve lank. Soley prat
leve. Bwdnfcf tanmen pwbpte figi li. ban
wout Ravins^ch, yon tigason, yon tifi, men
lan men, pdtre de toutrel, pral benyen an
sanm lan t6t sous.
Third passage, Dezafi [2], pp. 294-95
12
se dit-il, encore que je ne sache vraiment sur quoi oui
la porte grin?ante du badji. Depuis longtemps Mac Al
pressentait qu'on aurait besoin de lui & Megaflore. D!
rappelle souvent la traversee du desert Sans-Bout. Lorsqt
s'y rendit la derniere fois comme executeur des hautes o
vre, il realisa le record fantastique de reussir a scter ti
mille paires de jambes en une journee. Aujourd'hui on &
appel a son savoir comme distributeur et dechiffreur t
reves Curicusc fajon d'abandonner provisoirement le metit
de scieur de jambes pour celui de coupeur de tetes. DiverdV
des moyens de tuer. Durant son interminable voyage, Ma
Abre relit attentivement les chapitres cles du breviaire C
Bonges, tout en pensant qu'il pourrait un jour mettre o
pratique la geniale theorie de la pendaison par les chiffre
kgement de sexe (rev£ par un homme) dix cornes
ingrment de sexe (r£v£ par une femme). ..h£terofrustration
Joucher d'un gar?on unijambiste nsexu£. poche crevee
»ucher d'une fille cul-de-jatte hermaphrodite 66
toucher d'une couleuvre madeleine geante plasma
icher d'un poisson vorace avec plusieurs rangees de
jbts, des nageoires en forme de fleches et des £cailles
icier (sur une plage d£scrte) 11
coucher d'un rat, d'un chat ou d'une chauve-souris....7.33
Jichapper en parachute d'un avion en flammes boulimie
bombarde par un avion fantome danse des etoiles
plosion de bombe atomique sur la mer deux zeros
H?ver de sable rouge repandu dans les rues par un enorme
nion a bascule (sans chauffeur) l'imprevisible
dseau en plein vol pur espace imaginaire
I
Abandonnsr sa maison secouee par le vent qui fait tombe^
les arbres fruitiers les bandelettes des momies les tabliers
des ponts les branches pourries a tStons dans la foret sang
La machinerie du desir (au loin un mur £leve a hauteur
d'horizon cachant la ville investie de brumes) coupi
Uxiner en marchant (sexe en forme de poignard) 77
Abeilles (les voir sur soi ou autour de soi) cadavres
Abeilles dejxtsant leur miel loin de la ruche 181
Etre pique par une guepe magonne cyclone I
Etre poursuivi par un essaim d'abeilles vrombissantc-s 36 ]
Kjtlac Abre ferme son br^viaire, le depose soigneusement dans
■un angle de sa valise noire. L'air fatigue, il s'allonge sur son
■siege converti en lit pendant que1 file le train. Puis, il sou-
■rit cyniquement du coin des levres, heureux de savoir
■dej& qu'apres son passage a Megaflore il ne restera que des
■corps sans tete (les reves tranchants sont les meilleurs, se
Idit-il a voix basse). Au terme de ce travail, il devra se
I rendre au ch&teau Truquin ou l'attendent une douzaine de
I filles vierges. Le ch&teau Truquin est une immense construc-
— 142 —
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Abandonner sa maison secouie par le vent qui fait tomber les ar-bres fruitiers les bandelettes des momies les tabliers des ponts lesbranches pourries d tdtons dans la foret
sang.La machmerie du ddshr (au loin un mur ilevi d hauteur d'horizoncachant la ville investie de brumes)
coupsUrtner en marchant (sexe en forme de poignard) 77Abeilles (les voir sur soi ou autour de soi) cadavresAbeilles deposant leurmiel loin de la ruche
18Etre piqui par une guepe ma$onne
cycloneEire poursuivi par un essaim d'abeiles vrombissantes
.... 36Changement de sexe (revi par un homme) dtx comesChangement de sexe (revi par une femme) . . hitirofrustrationAccoucher d'un garqon unijambiste axesui
.... poche crevieAccoucher d'ime fille cul-de'jatte hermaphrodite 66Accoucher d'une couleuvre madeleine giante plasmaAccoucher d'un poisson vorace avec plusieurs ranges de dents, desnageoires en formes de fliches et des beadles d'acier (sur une plagedeserte)
11Accoucher d'un rat, d'un chat ou d'une chauve-souris .... 33S'ichapper en parachute d'un avion en flammes .... boulimieEtre bombardi par un avion fantdme danse des itoilesExplosion de bombe atomique sur la mer deux z&rosRever de sable rouge ripandu dans les rues par un frnorme camiond bascule (sans chauffeur)
I'imprivisibleOiseau en piein vol
pur espace imaginaire126
River de manage & midi emprisonnement d perpituiti
fcjaculer du sang 22
Mac Abre ferme son br6viaire, le depose soigneusement dans
un angle de sa valise noire, fair fatigu6, il s'allonge sur son si&ge
converti en lit pendant que file le train. Puis, il sourit cynique-
ment du coin des ldvres, heureux de savoir d£ja qu'aprds son
passage a M6gaflore il ne restera que des corps sans t£te (les r£ves
tranchants sont les meilleurs, se dit-il a voix basse). Au terme
de ce travail, il devra se rendre au chateau Turquin ou l'atten-
dent une douzaine de filles vierges. Le chateau Turquin est une
immense construction m6di6vale 6rig6e au sommet d'une col-
line enticement recouverte de verdure. La, a la tomb6e de la
nuit, il s'introduira a la d£rob6e dans les appartements des
vierges. 11 imagine qu'elles viennent juste de se baigner dans le
grand bassin rcmpli de laic de chfcvre. Douze nymphes sous la
lunemultipli6e par les ondes laiteuses.Spectacle sexe et lumiCe.
Savourant a I'avance le vin, le miel et la chair juteuse, Mac Abre
ferme les yeux en 6coutant les vibrations du train qui l'emporte




sang vrai en un giclement frais
plus tard le feu nocturne.
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que d'un coup d'aile
j'aiguiae
V*a la meule de mon dme.
IB
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Oeuf blanc voXumineux nageant dans Xa
Xexiques apocryphes; Xes trafiquants et Xes iaussaires,
Xa maree musicaXe des Images, ne purent Jamaica
respiratoire des Cropismes, Xe Xabeur souterrain
L 'Oiseau schizophone, p. 386
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de souvenirs sonores. La gloire du phallocrate
resonne extravagante aux entrailles de la nuit
dans un tambour baroque.
Canons penis enduits de miel. Poteaux panneaux
pylones. Reperes aleatoires encombrant le voyage de
roues epileptiques et d'ailes tuberculeuses dans la me-
moire des trous.
Tel un immense radeau magique, un beau ca-
deau divin, un bateau de lumiere aureole d'a-
beilles et de dechets metaphysiques, mon sexe
souleve le vent en rut de toute eternite. L'etrange
mobilite des distances, despierres et des signes en
une ruche musicale. La folle virtuosite des vis-
ceres qui s'enflamment aux couleurs de la vie.
Impossible d'echapper aux sifflements des
queues joyeuses. Brouillard d'arriere-saison au
recyclage de I'oeil. Immense image gourmande, le
paysage s'allume. Et mes amours jubilent.
Oeuf blanc volumineux nageant dans la graisse
dure des lexiques apocryphes, la lurie devient bavarde.
Ij,es trafiquants et les faussaires, ignorant la maree
musicale des images, ne purent jamais prevoir I'elan
respiratoire des tropismes, le labeur souterrain des ra¬
tines.
201
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Poubelle defraichie voxalures immondes
chiennerie defouqueuse et provocatrice
d&potoir de cauchemars cognardesques
goinfrerie de malicongres bouquetterie
d^concertante et confougineuse de bataclans archalques
ville salissure ville zagribSille
ville cendrillonne ville bidonville
d£chiquet£e ville trimin6e maspinee sous une
comblerie de maiheurs
chiotterie et a la fatrasserie
aux decors patinas d'ordures
guidons borgnes
ville avilie raval6e & la
ville d6ch6ance
ville tordue aux
ville cambrale aux yeux vairons
ville tracasserie mis£rerie mis&r£r6 nobis
ville a la fois des occlusions intestinales et des
cacarelles foudroyantes ville des favelas et des
villas ville des contrastes insupportables
ville passion putassi6re 6 ma
vieille ville putain soQISe de vices ma virale infection vissee &
vie dans mes entrailles de masochiste!
Embargo O, JaWe
Tourment6 par les dechirures desastreuses de ma portion d'lle,
surmontant les maloucheries fielleuses des avaries, Svacua
peniblement de mes pensSes les exhalaisons malsaines du
quotidien, je nauseais d'une profonde repugnance sans rien
vraiment contre le carnaval des clowns mGdiocres et la chare
des bouffons criminels qui impun^ment et sans pudeur ont
fange, la laideur et la mort sur le corps de mon lie.
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Olseau de fantaisie mimant l'6toile majeure en clignotements
de vie ou de mort selon le versant de l'Sme et 1'angle du regard,
61oigne-nous de la mSquiasse et de la magSillasse, la rhapsodie des
brumes, la grisail'Ie des murailles; de fines dpines d'or entourent
l'dglantine, un presage de blessure; des flouquettes de nuages
bleuissent l'horizon chambreilld de brouillard et d'ombres
lactescentes, l'alchimie des abc&s, les plaies cr£pusculaires, les
purulences verdStres, les miasmes de la mort, le silence t&tanlque,
la mdmoire en playback aux detours de la nuit oil pourrissent les
fantdmes de nos amours dfesuStes et les dechets mollasses des
espoirs musargneux; un delire de rouille et de vert-de-gris
consume le paysage et le velours des sources.
Oiseau ficlair, oiseau la foudre, marde montante de l'ovet
oiseau des eaux hallucinatoires od flamboient les sabots exci^j
nos loas en voyage, nous flairons une affreuse maLoucherie,
magralie de violences violacdes d'epouvante au mouvement pet
des abimes, la rumeur tdndbreuse, la clameur mystdrieusejft
gisants d'avant-garde s'enracinent dans le glaucorne des mare
L Oiseau schizophone, p. J 62
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aux murmures des bivouacs un souvenir de fer dans
de chair; la cruaute du plomb s'affine dans le creuset
flpjjgees eclaboussees 1'alphabet volubile de la mort noyee
¥ son urgence; et nos amours manuelles animent, en un pur
rajic Sable, le desert de nos voix envulvees de frayeur sous
-alinodies des borgaries ameres; la ville encoucouv^e
rise de stupeur dans une aire d'amputation les jambes encoco-
la langue filanguee; mais le coeur demeure vif.
j|, Oiseau loa dangereux, oiseau fouilleur de gouffres, oiseau roi
du nSant aux dechirures profondes, le mal et le malheur f6condent
nos entrailles; et le poison subtil nous infuse sa glaire; les
fiperons du cauchemar nous transpercent les flanes / moussougoulou
aassimilion, massidivine la rose au lit, la soiraneillance anale des
d^sirs travestis, la nuit rongde de cancers mauves oil brille l'or
des orgies entre la lune et le soleil, entre la pierre et le
poignard; les cerfs-volants de l'aube reviennent pourtant
avec les epluchures des masques demaquilles.
L 'Oiseau schizophone, p. 163
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Oiseau douleur de nos tripes amarr^es & la cordill&re aes
desastres, la cecite des lampes, le naufrage de nos mains, la chair'
sofllee en un glas de silence glabre, la calvitie du d&sert et
l'embolie des impasses, l'enigme irrespirable sur le chemin du
sphinx, le sommeil transfuse d'un musical cauchemar sous la verte
laitance madichonneuse des precipices et des abysses, le boomerang
de la mortification, les debris du remords et des vertus;
archaiques dans la marche douioureuse sur 1'arete aveuglanteJ
et tranchante d'un dilemme.
Oiseau loa de nos sexes belliqueux, oiseau des portes poivrees
sous nos mains tremblotantes, oiseau piment zoezeau des sacatailles
brfllantes, oiseau nourri de mille dialectes, oiseau brasseur de
langues barbares, oiseau blessure maximagoSne, oiseau des ombres
hermaphrodites, oiseau des aubes homosexuelles, oiseau des longues
nuits marassas, oiseau des 6critures inverses et des signes
androgynes, oiseau cheval metamorphose, navire jaguar en violine
course bouline, oiseau vitesse 3 corps de lion mSchoires d'acier,
oiseau torrentiel des gebelles engrossees de crues diluviennes,
oiseau prolifique enfouraille dans les profondeurs des joutes
mentales, oiseau bruyant enfle de ldgendes ourldes de silence
ovale, oiseau des cataclysmes coinces entre les dents du
tigre, oiseau des danses nues en tragatelle dans l'eau des
bacchanales, oiseau serpent sugant la lune, oiseau chasseur de
L 'Oiseau schizophone, p. 164
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et (je vampires, oiseau mSteore & travers la felure des
lairs, 1'infiniment bleu des deserts et le vertige du silence.
Etoilise fabuleuse, conduis-nous dans ton ile, a Zilozanana!
Dans la boue de la terreur filandreuse et de la demence
incurable, la calanguine violente mangeait les visceres des
bavards et buvait l'huile des crateres encombres de reptiles
eruptifs, la liqueur bleue des laves.
Le volcan borborygmait; la borelle s'emboulinait, orfrangee de
dragores tournSes vers le soleil, dans l'asthme des horloges, la
derive des algues et la servitude des girouettes.
Je grattais et gridouquais la d&gorgette liturgique, la
vacuite gravide, la rienne meramelle adrienn^e de vide, dans la
cecite des tropismes obsessifs et l'alchimie des puanteurs.
L'aurisse de la folie frissonnait, droguee de harpe, aux
phalanges devissees, a la vibrance des veines trempees d'or massif
dans le creuset des attentes impossibles.
L 'Oiseau schizophone, p. 165
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